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PART I. 


— 


ITEMS OF INTEREST TO THE READER. 


CHAPTER I. 





THE HISTORY OF THIS BOOK. 





An old friend of mine, a literary man of considerable merit, who 
had written a number of books, asked me once: “ What do you 
think I find the hardest part of a book to write?" As I could not 
tell, he informed me, to my surprise, that it was the introduction or 
preface. ‘In that case, why do you write one?” “Because it 
would not do to send a book out into the world without it. The 
preface is the passport by which the book proves that it has legiti- 
mate reasons for existence; it is the letter of introduction which I 
send with it to all whom it may concern.” . 

I do not share this opinion. I consider the preface the most 
unnecessary part of a book. If it contains things pertaining to the 
subject-matter, either in itself or as far as its own or the author's 
history has had any bearing upon the shaping of the product of his 
pen, then I should rather see it as part and parcel of the book itself. 
But if the preface contains things referring to different matters, is 
there really, then, any excuse for it? Very few persons read the 
introduction to a book, especially if it be more than half a page in 
length. My opinion is, either ‘omit it altogether, or write a very 
short one. The reader can see that I am in favor of the first propo- 
sition. l 

One peculiarity in the history of my book is this: I never had the 
slightest intention of writing it, but was led into it by degrees. The 

2 
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beginning of it I date back to a series of polemic articles which I 
wrote for the American Art Fournal, in 1880. I shall not mention 
what the controversy was about. I hate quarrels; I do not remem- 
ber one that, when it was over, I was not sorry for having entered 
into. Still, as the articles in question were the result of very dili- 
gent research and study, I was loath to let them have only such an 
ephemeral existence. This was impressed upon me by a conversa- 
tion with Mr. Edgar S. Werner, the editor of Werners Voice Mag- 
azine, who invited me to use these articles as the basis of a serial 
for his journal and to be printed afterward in a pamphlet, for use 
by my pupils. I found it very inconvenient to have pupils copy the 
breathing-gymnastics and the articulation-exercises from manuscript. 
Moreover, I observed how hard it was for beginners to remember 
all the explanations and theories, and how easy to misunderstand 
them. I was convinced that they would make much quicker prog- 
ress if they could study from a book. It was not my intention, at 
the beginning, to make the treatise more than a small pamphlet. 
The interest and importance of the subject, however, led me on un- 
til the dimensions of a book were reached. It was finished in Jan- 
uary, 1883, and bore the title “ The Old Italian School of Singing.” 
I never expected that it would find its way into the book market, 
and I thought the copies I had would last to the end of my profes- 
sional career. But the book was very favorably received, and two 
years later it was out of print. f ; 
The thought, therefore, arose that the book, having made its own 
way, had established its right to existence ; and, as the necessity of 
a second edition at the earliest moment was apparent, the plan of 
how to remodel and improve it has been uppermost in my mind for 
the last two years, There were many important subjects treated in 
the book that were not only of great interest to singers put . all 
who use their voices either ás preachers, lawyers, teachers and, m 
fact, to every one who desires to preserve or Improve his voice, if 
for no other purpose than for the charm of being a good conversa- 
tionalist. But who, outside the singing-profession, would expect to 
find so much to their interest in a book bearing the title "' The Old 
“Italian School of Singing?" I concluded, therefore, to select 
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what was of general interest to speakers as well as to singers and 
publish it in one volume, with an appropriate title. This is the vol- 
ume which I here present. : . 

My book differs from the great majority of other works upon 
voice-culture in still another respect. ‘The majority have been writ- 
ten when their authors were yet in the teens of their professional 
career. In perusing these volumes we come across many places 
where the thought involuntarily crosses our minds: How much bet- 
ter it would have been if the author had waited twenty years before 
writing his book! I entered the musical profession young in life, 
and have always been a very close student, especially of vocal sci- 
ence; still I did not dare to come out with one printed senténce 
until I was satisfied that I could say something that had been 
matured within myself, and that had borne fruit for years in the 
many pupils who do credit to the principles of my book. 

To the friends of the first edition, who may miss a great many 
things in this volume that were in “ The Old Italian School,” I wish 

. to say that my intention is to publish the remainder some day in a 
separate book. The reason that I have paid so much attention to 
the laws of tone-production is hecause I know that without them 
voice-culture is a farce, and instead of leading to artistic singing, 
vocal instruction is degraded to a system of tricks and to virtuosity 


in howling. 


CHAPTER II. 





A SHORT AUTOBIOGRAPHICAL SKETCH AS FAR AS IT CON- 
CERNS THE SHAPING OF THE PRINCIPLES CONTAINED 
IN THIS BOOK. 





* By "short" the reader should understand I mean it not only in 
regard to the number of pages, but also in the number of facts the 
sketch contains. My object is to call attention to those facts in my 
life which have had more or less influence upon the development of 
the practical ideas which I shall herein set forth. I must, therefore, 
exclude all the many thrilling incidents which make up the numerous 
evolutions and revolutions of my life, for they would be out of place 
here on account of their length, and especially because the peculiarly 
striking events of my career would give to these pages the appear- 
ance of romance and fiction, which would be inappropriate in a 
work of this kind, where the principal aim must be to convince, to 


prove, to teach. 


$1. A Very Early Professional Career. | 
entary evidence, I know tha 


From hearsay and the usual docum 
in the Tyrol, the most beau- 


I was born March 135, 1837, in Brixen, : I 
tiful and most romantic province of the Austrian empire, celebrated 

' not only for its wild and grand natural scenery, but also for its his- 
tory. My father was organist and choirmaster of the parochial 
church, and followed music as a profession, which circumstance 
'accounts principally for my early musical training. 1 have not the 
slightest recollection when my father commenced my instruction in 
piano and singing; all I know is that, a5 far back as my memory 
d sang in my father’s choit. 


goes, I always played the piano an 
. At the age of ten, I believe, I became also a member of the chan- 
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cel-choir, as well as of the mixed choir in the cathedral in Brixen, 
in the orchestra of which my father played the ** Bratsche " (the alto: 
violin). At this time he began to instruct me in organ-playing. 

It is customary in my home for the eldest son to follow the pro- 
fession of his father, and invariably when the young offspring has 
higher ambitions or other predilections, he will have to fight hard 
against the ruling of Providence, which, in the Tyrol, is almost a 
synonym for father and mother. Yet my father was not only a very 
honest and good hearted, but also an intelligent man, and though 
he was bound that I should learn as much of music as I could and 
as early in life as possible, still he put not the slightest obstacle in 
my way, when, after finishing the common-school course, I asked his 
permission to acquire a complete classical education. My collegi- 
ate course commenced at the age of eleven in the gymnasium of 
Brixen, in 1848. At the same time my musical education and ca- 
reer were not interrupted, but received even a new impetus about 
Christmas of the same year, when I was formally appointed organ- 

ist of the college church, called Unsere Lieben Frauen Kirche,” 
a position which I held six years without interruption, up to the 
time when I left my father’s roof for good. 

My Sundays and festival days were very busy days, in these last. 
six years in Brixen, The three churches, in which I was engaged, 
stood very close together on one side of the so-called ** Dom- 
platz" (cathedral square). In the centre was the large and beauti- 
ful cathedral; close to it, and in fact, as a part of the design of the 
front view of the cathedral, was the little church of which I was the 
organist; at the lower end of the square and probably less than 
fifty steps from the cathedral was the parochial church. The ser- 
vices in these three churches were, by order of the bishop, so 
arranged that they never interfered with one another. First I 
played the organ at the high mass in the students’ church ;. after 
that I rushed over to the parochial church to sing in father’s choir 
or play the organ for him. Then I had to run to the cathedral to 
sing in the chancel-choir the “ Matutin ” and “ Laudes.” During 
the sermon I, with three or four other boys, left the chancel-choir, 
donned the surplice and went into the gallery to sing the high mass 
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with the mixed choir, accompanied by an orchestra. From seven 
o'clock in the morning till twelve or even one o'clock there was 
almost continuous work in church music. In the afternoon was the 
same routine, though these services did not last as long as in the 
morning. On week days there was one musical service in the 
parochial church and one in the cathedral immediately following 
each other, at both of which I had to sing. 

I shall have to apologize to you, my dear reader, for telling you 
more of my early musical life than I promised. I come right back 
now to make you acquainted with that side of my professional 
career as young musician, which has had a decided influence upon 
my vocal studies in later years. I had two rivals in the cathedral 
choir, two fellow-students and companions from my earliest school 
days, though in the classical course we were separated, both of 
them relinquishing it for easier pursuits in life. One was Master 
Beer, the other, Master Wett. They were the possessors of voices 
of large compass, and, especially the former, of exquisite beauty. 
The other fellow was praised considerably for his singing, but I did 
not like his voice, for he sang always in nasal tones; otherwise he 


- showed much taste and feeling in his singing. But that was un- 


doubtedly because his mother was a good singer. Though not 
professional, she often sang a solo, upon invitation. I have invari- 
bly found that those boys whose mothers are good singers excel all 
others. All the solos that were to be rendered by boys' voices 
were given to those two, a fact which made my good mother some- 
times almost frantic with jealousy and anger, and it frequently hap- 
pened that after such heavy work as I had to perform on Sunday, 
instead of getting a good dinner, I was sent away from the table by 
my mother, because that Beer boy or that Wett boy was praised so 


/ highly for their singing, and her own boy was used only for chorus 


wotk. Father gave me then, secretly, something to eat, and con- 


soled me by saying that I could not help it, for I had not as good a 
voice as the other two; and. by my continuous sore throat it suffered 
considerably and lost its clearness; but; he added, “you can beat 
évery one in the choir in reading at sight" Ido not mean to con- 
vey the impression that my good mother was habitually unkind to 
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me, or that father petted me secretly to make up for it. Oh, no! 
they both belonged to the old school,.and believed in heroic treat- 
ment, the principal feature of which is, that moral suasion will im- 
press the pupil easiest and most lastingly by applying it with rattan 
canes, and that the most powerful motives for the mental improve- 
ment of children are urged upon them by branches of the birch 

tree. The above-mentioned bounty was simply a little plaster to 

cover up the defects of the system. Still father was correct about 

my reading at sight. If the regularly appointed soloists, no matter 
if it were the basso or tenor, the alto or soprano, were afraid to sing 

a solo that was put before them—for in those days every singer and 

musician was expected to read at sight, rehearsals were held only 

on exceptional occasions,—he or she would come quietly over to 

the alto-stand, upon which I was engaged, and take me to his or 

her desk to sing that solo for them. However, I myself felt that my 

singing gave no real pleasure, and it was no pleasure for me either, 

as much as I loved singing, because it fatigued me and made my 

throat sore. ‘The musical director of the cathedral choirs, the Rev. 

Mr. Harasser, frequently pointed out to me the cause of my trouble, 

namely, that-I strained my throat in singing, “which,” as he said, 

' * makes your voice sound harsh and is the cause of your frequent 
sore throat.” The same remark was often made to me by visiting 

artists. I made it a point to watch those singers whose method of 

tone-production I considered good, because the sounds which they 

produced gave satisfaction to my ears; I tried to imitate them, but 

did not succeed. My father had the same trouble as myself; in 

fact, the only sickness I ever knew him to. have was chronic sore 

throat. More than one physician told me that I inherited my throat- 

troubles from him. When I was young I accepted this as a suffi- 

cient explanation, but many years later I considered it an absurdity. 

In one respect this unfortunate experience as a young singer 

, exercised a depressing influence over me, and made me habitually 
averse to singing a solo, no matter what the occasion might be. This 
feeling became stronger as I grew older, and I may say that I have 
never got entirely over it. Before I was twelve years of age I begged 
my father to teach me to play the violin, that I might exchange my 
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position as singer for one in the orchestra. If I remember rightly, 
I was thirteen years of age when I was engaged by the Rev. Mz. 
Harasser to play the second violin, and two years later to play the 
alto violin, as my father had been appointed to the first violin. In 
another respect, however, I have just these same early troubles with 
my throat and voice to thank for that disposition of mind which 
caused me to study, to observe, to investigate, to know and to find 
out all about tone-production. 


§ 2. Zhe Champion Questioner. 


In fact, this thirst to find out what I shoula do with my throat in 
order to produce good tones, caused me to become the ‘champion 
questioner" of my time; and, if it had not been for my youth and 
small size, I might have become a bore to a great many. Asit was, 
I caused a great deal more amusement than irksomeness, I really 
cannot recall more than one or two instances in which professionals 
became wearied by the many questions I put to them. I had 
ample opportunity to ask questions. In those days it was, not as it 
is nowadays in some places, that the musical profession is up in arms 
one against another. Let one musician become a little more suc- 
cessful than another, then all will at once, as with mutual under- 
standing, fly at him and endeavor to pull him down like the sparrows 
in old St. Paul's church-yard here, that persecute and all in accord 
raise a most terrible clatter and hammer with their beaks long and 
cruelly upon any other bird that may find its way into this most 
charming and beautiful spot, till the unfortunate songster either 
takes its flight or falls dead, a victim of these envious and greedy 
feathered pigs. In my father's house I never saw or heard of a 
similar case. It was the home of every musician who traveled 
through the place. Italians and Germans were equally welcome. 
In those days of no railroads, travel was slow and fatiguing, and 
Brixen, the romantic town of many very old historic relics, with 
the seat of the bishop and many important governmental offices, 
was a place where every artist made a stop on his or her concert- 
tour, and the probability was that, if worthy the attention, they could 

give several financially successful concerts. I 
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Though it has nothing whatever to do with this sketch, still on 
account of the difference and the difficulties which an artist in those 
days found in preparing or managing a concert, I believe that I may 
add the following: The artist was his own manager. He had first 
to gain the good-will of the most prominent musicians of the town. 
This was easy, for, as I have already intimated, professionals 
treated each other like brothers. Such a call was like seeing an old 
friend, and he was also sure to find the most liberal hospitality, 
without his entertainers grumbling after he had left. The resident 
musical brother would give the concert-giver a list of the most prom- 
inent dignitaries of the church, of the aristocracy, of the officers 
of state, and of the richest inhabitants. The artist would then call 
‘in person and invite them to attend his concert. To some of these 
high personages it was important that the brother-musician of the 
town should introduce him personally, which was quite a self-sacrific- ' 
ing task for a busy man like my father. 

This brought me, quite young, into contact with a great many of 
the most prominent musicians, and gave me innumerable oppor- 
tunities to ask questions. I notice one circumstance which is well 
worthy the reflection of every student. It was especially those 
artists whom I found to bring forth their tones with the utmost 
ease and flexibility of the throat that I bothered the most with 
questions as to how and what they did, and what I should do in 
order to be able to do the same. Not one of them could ever give 
me the smallest practical advice as to Zo: I could get rid of my 
trouble of stiffening my neck and forcing my tones with the throat. 
Another difficulty which I have not mentioned yet, was that I could 
never control my breath, even if I had taken a sufficient quantity ; 
and though nearly forty years ago I was taught by an Italian singer, 
whose name I cannot now recall, the very important rule of holding 
the breath a little while immediately after taking it, so as to lose 
none and to get ready in the simplest way to produce tone, still I 
seldom had enough breath to finish a musical phrase. 

I met with and heard a great many Italian prima donnas at my 
father’s house, and was astonished to note how long some of them 
could sing with one breath. I'would overwhelm them with questions 
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as to how they did it and how I could do likewise. All the advice 
given consisted of this: * Try and control the breath; don't let so 
much out at once; put a looking-glass or a lighted candle or a 
feather before the mouth while singing; if the glass become moist, 
if the flame or the feather flicker, that is a sure sign that too 
much breath is wasted.” What practical good could such advice 
do? None whatever! ‘Control the breath.” Yes, that’s just what 
I could not accomplish. ‘‘ Don’t let so much out at once!” But 
how to avoid this, how to do the other, no one of the great singers 
could tell me. I came to the conclusion, when quite young, that if 
a singer has a good voice and uses it in a beautiful, natural way, it 
is simply a gift and by good luck that he or she does it, and they 
themselves don't know why and how they do it; but if any unfortu- 
nate mortal has a talent for music, but has acquired in, youth, without 
* knowing why and how, bad habits, then these same great singers are 
incapable of teaching the right way. They talk very intelligently 
about the musical side of singing, about style and expression, etc., 
but they seem to have no real knowledge of physiology or of voice- 
production. 

At the age of fourteen my voice entered upon the process of: 
mutation. I had then, as stated previously, already been a member 
of the orchestra instead of the choir; still, against the advice to 
abstain from all singing during this period, I had considerable sing- 
ing to do on various occasions where my father needed me either in 
his own choir, or to take his place at evening services, especially at 
the so-called nine days' devotions in the many little churches and 
chapels of my “ Vaterstadt,” where, beside playing the small, portable 
pipe-organ, the organist had also to lead in the congregational sing- 
ing. I assisted him also daily in his large singing-classes for boys 
and girls, which by and by he entrusted almost exclusively to me. 
As soon as my voice had changed to some extent, at least so much 
that I could sing tenor, I organized a singing-club among my fellow- 
_ students, which became very popular. As my voice kept on chang- 

_ ing I sang second tenor, then first basso ; .and, at the age of sixteen 
and a half, I was the most solid second-basso in the club. Nobody, 
. moteventhe wisest, ever dreamed that the boy wit that unpromis- 
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ing voice would become, after mutation, the possessor of a very 
powerful, round and sonorous bass voice, with a large range. I 
may mention here also—-because it reconciled the jealous heart and 
pardonable pride of my mother—that the two before-mentioned 
rivals of mine, Wett and Beer, underwent the process of mutation 
about the same time, and also then became members of the orchestra 
as violin-players, but afterward came out of the period ‘of develop- 
ment with almost complete loss of their singing-voice; consequently, 
they remained thereafter in the orchestra and never attempted to 
sing, even in chorus. This may at first sight appear to be a singular 
instance, but I can recall a great number of similar cases; and I 
have especially noticed in New York city the careers of several boy- 
sopranos in the various. chancel-choirs and found that very rarely 
after mutation were their voices good enough for a vocal career. 
There are a few, but it is a comparatively small percentage. I may 
be pardoned for asking: How can this be accounted for? I may 
not be able to give the exact reason; however, I believe that the 
cause is a double one: first, they have to sing too much in one 
service, and (especially the soprano-soloists) have to sing too high. 
I mean the latter in à twofold sense, namely, notes of too high a 
pitch altogether, wherever the more pretentious anthems of the 
Anglican church and the grand masses of the Romish church are 
performed ; and, beside that, the music in general keeps the voices 
almost throughout in a range bigher than is good and healthy for 
boy-trebles. Besides, I consider it injurious to young voices to sing 
so much without first being trained; and, moreover, they are often 
used continuously during mutation, which is, as a rule, very bad. 
In regard to my two principal troubles as boy-singer I may say that, 
after mutation, they appeared not to have altered much; I noticed 
that I had more endurance, and that the quality of my voice was 
not affected as {much as before; and this, as I supposed, was on 
account of the greater strength of the larynx-muscles and vocal liga- 
ments after their complete development. 
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§ 3. A Profitable Season in Berlin and My Career in America. 


I was now seventeen years of age, the time that brought about a 
step which robbed me of eleven precious years, a loss which I shall 
never be able to repair. As my occupation during this time was 
more of a theological and less of a musical nature, I can pass it 
over in silence. Iam happy to say that after a long struggle I was 
lucky enough to cut through it with one powerful and daring 
stroke, and I found myself, September, 1865, matriculated as an 
enthusiastic student at Prof. Julius Stern’s Conservatory of Music 
in Berlin. The half year that I spent in Berlin was days of rich 
harvest, full of enjoyment in the highest class of musical perform- 
ances, to which I gained access several times every week through 
the kindness of Prof. Stern. The favors and friendship which this 
gentleman bestowed upon me will always remain one of the most 
precious remembrances of my life. There were other professors in 
that institution to whom I am indebted for much, but I can men- 
tion here only Prof. Rudolph Otto, who was one of the most 
refined concert-singers of that great seat of intelligence. Natu- 
rally not the possessor of a voice either of great power or beauty, 
he made it, through persevering work, what it was. He has been 
for several years now professor at the Ed of Berlin, at the 
head of the ballad-department. From his example, as well as from 
his teaching, I learned more than from all the others put together 
before him. He had exceptional skill in developing, the high 
tones of male voices. Under his guidance my voice gained the 
exceptional range of two and a half octaves. He gave me, also, 
the first impetus to a thorough study of articulation. I had one 
very annoying speech-defect for which I was often reproved by my 
former teachers, though they were unable to point out a remedy. 
With Otto’s advice and exercises I conquered it in two weeks of 
incessant practice, by day and night. His example, as well 3 his 
skill in imparting the art of singing with good style and expression, 
was adequate to all classes of music. Still, in regard to my two 
principal troubles, even he was no more help than those before him. 
With a deep sense of gratitude I mention also the former Capell- 
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meister of the Berlin Opera House, Mr. Heinrich Dorn, in whose 
studio I was a frequent and close observer of his method of vocal 
training. I also enjoyed this privilege in the class-rooms of Profs. 
Stern and Otto. 

Early in the spring of 1866 I brought this highly remunerative 
season of knowledge-gathering in Berlin to a close, and I found 
myself on a Hamburg steamer sailing for the land of the free. 
Having worked in church-music more or less all my life, I looked, 
naturally, for a similar position here. Through the German Immi- 
grant Society, I was recommended to a German Lutheran church 
in Newport, Ky., just across the Ohio river from Cincinnati. I 
was engaged there a week after I had arrived in this country.’ This 
proved anything but a pleasant situation, and after a short time I 
exchanged it fora position as organist and choirmaster in the 
cathedral of Covington, Ky. In those days I was not at all vigor- 
ous in health, and the acclimatizing was a very slow process. Not 
mentioning several minor sicknesses, I had an attack of Asiatic 
cholera. Against expectation, I recovered from this, but was 
convalescent for a long time and was forced to give up work. As 
soon as I became strong enough, I settled in St. Louis the same 
year. There I met with immediate success. I became basso in 
the quartet-choir of the Chufch of the Messiah, of whith Dr. 
Elliot, the president of Washington University, was pastor. I also 
became director of three German male singing-societies. Over- 
work, but more than this, the climate of St. Louis, caused again a 
serious and protracted illness from malarial fever. At the doctor's 
advice, I gave up my prosperous career of one year in St. Louis as 
reluctantly as. I had left Berlin, and returned to Covington. After 
I had recovered sufficiently, I accepted a position as basso in the 
quartet-choir of the First Presbyterian church of Cincinnati. Three 
months later I became the organist of the same church, and remained 
for over four years. I also filled the position of vocal teacher at 
Miss Clara Baur’s Conservatory of Music. In the fall of 1871, I 
received a call as organist. tọ a prominent church in Brooklyn, 
through the influence of my pastor in Cincinnati, the Rev. Charles 
L. Thompson, D. D. When I got to Brooklyn I found that the 


14 ..  ZHE ART OF BREATHING. 


proposed change not only would embark the trustees in a lawsuit 
with the organist incumbent, bu: would’ also cause a dangerous split 
in the church, Under such circumstances I thought it best to 
withdraw, and I accepted a position as basso in the quartet-choir 
of the South Congregational Church, Brooklyn, of which the Rev. 
Dr. Storrs was pastor. At the same time I was persuaded by my 
good friend, the elder Mr. Julius Schubert, to take charge of the 
piano and vocal department in a young ladies’ boarding school in 
Morristown, N. J., and, as my work prospered, I removed to that 
beautiful town, having also accepted there the position as organist 
and choirmaster in the First Presbyterian church. After nearly 
three years I exchanged this for an engagement offered as solo 
basso and choirmaster of St. Alban’s’ high ritualistic church in New 
York city, and, in the following year, I accepted the coveted posi- 
tion as organist and choirmaster of St. Paul’s Chapel, Trinity Parish, 
- which I entered upon May 1, 1877. 


$ 4. Fighting Consumption Successfully with Breathing- Gymnastics. 


I must again ask the reader's pardon for apparently acquainting 
him with facts which seem to have no bearing upon the purpose of 
this sketch. Still I have my reasons for so doing; and, as they are 
principally of importance to myself, I need not waste time in ex- 
plaining them, but rather undertake to show howI finally succeeded 
in getting rid of my troubles altogether. It is a peculiar coincidence 

that the fact of hereditary consumption in my family led me to find 
the much-desired remedy for my voice and throat-troubles. As far 
back as 1864, my two eldest sisters were in a protracted state of the 
dire disease, and one younger than myself had unmistakable symptoms 
ofit. My father was a very strong and healthy man, whom I never 

' knew to be sick with the exception of his throat-troubles. But his own 
father and his two brothers and only sister died of consumption, all 

` in the prime of life. One of the two uncles mentioned had a large 
. family, but all of them died, young of this malady. . My grand- 
mother also seemed to have had the same trouble, though she died 
. :^, Qld, after having been confined to her bed for several years, and I 
= $ '- never knew her to look otherwise than as a skeleton. The Tyrolese 


a 
AUTOBIOGRAPHICAL SKETCH. . . 25 


adage proved true in her case: ‘One who coughs long, lives long. S 
Before I left Berlin for the United States the above-mentioned three 
sisters had died of consumption. One more followed them in a 
few years, from the same disease. I myself showed symptoms of 
this trouble when I was twenty-three years of age, though by care 
and correct treatment, I got over it, not only at that time, but. 
several times after, when they reappeared. Still there always re- 
mained one symptom as a threatening possibility that I was to share 
the same fate before long: I took cold at the slightest exposure 
and invariably it went very hard with me. Nearly always the cold 
settled upon my lungs; and I remember that not longer than twelve 
years ago some anxious friends warned me, if I did not get rid of 
_ these terrible colds and coughs, I should, before long, have more 
serious trouble. : 

I also suffered for more than ten years from bilious disorders; and, 
though I tried many physicians and many remedies and led a very 
quiet and abstemious life, still the biliousness increased and became 
almost chronic. In this condition the year 1876 found me. 

About that time I received a letter, from my favorite sister Anna, 
who was nearly two years my Senior, in which she communicated to 
. me the sad news that she had unmistakable signs of consumption. 
This was very unexpected, for she, next to. me, was the strongest one 
in the family, When I saw her last — I. believe she was then twenty- 
five years old —she was à perfect picture of health, tall, broad- 
shouldered and well proportioned, full of life and: good humor, real 
living sunshine. In the letter referred to she sent me her photo- 
` graph, and li saw at a glance that her fears were well founded. 

I could hardly believe that it was her picture. Her shoulders now 
were sloping, her chest was sunken, the verdict was plainly written . 
under her eyes and on her sunken cheeks. Remembering so well 
how much alike we two used: to look when we were young, I could 
not help seeing that now I had more resemblance to her, as T beheld 
her in that photograph, than I wished to have under the’ circum- 
stances, She died three years! Jater of the same disease as did the 
other five sisters, But I love this life for the sake of the work that I 
do, and I love my work for the sake of my life and that of my dear 
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wife and children. I did not wish to die, and I felly made up my 
mind to fight death. 

I went systematically to work. As far as I was able to learn, I 
was right in concluding that the consumption of which my sisters 
died was a gradual wasting away of their vital powers on account 
of a disordered digestive system. How far pulmonary troubles 
were agents in their death, I was unable to ascertain, I began 
studying closely my past life in its minutest details; besides this, I 
began a close scrutiny of the workshop of the human organism. 
I studied thoroughly Dr. Klencke’s * Makrobiotic;" Dr. Paul 
Niemeyer's * Die Lunge;" Dr. Mandl's * Hygiene of the Voice; » 
the works of Lennox Browne and Emil Behnke; Herrmann’s and 
also Huxley’s Physiology; Dr. Witkowski’s ‘The Human Body ;” 
Dr. A. C. Neumann's “ Die Athmungskunst des Menschen ; ”- Dr. 
Fr. Bicking's * Die Gymnastik des Athmens;" Guttmann's “ Gym- 
nastics of the Voice;” the system of Prof. Frobisher and a number 
of others. But especially must I mention Dr. Henle’s Anatomy, 
which is acknowledged to be the most scientific work on the subject. 
From him I derived my method of taking a full breath. That part 
of Henle’s book appeared over thirty years ago. He is the real 
pioneer in this branch. I also practiced laryngoscopy for some 
time at the Metropolitan Throat Hospital, New York, with the kind 
assistance of Dr. Whitfield Ward. ‘This opened the very gate to 
knowledge. 

The most important conclusion that I arrived at was this: The 
lungs are the most prominent and necessary agent in the human 
body, the source of the warmth and the purity of the blood. 
The lung-power, if managed by a sensible and active engineer, is. 
the best means of keeping the digestive organs in good working 
order. As this topic will receive due consideration in the proper 
place in this book, I need not dwell longer upon it here. But I 
take immense pleasure, in stating that my determination to fight 
death was not formed in vain. I fought it successfully, Of course, 
no one of us knows when his time will be up, but^I have good 
‘ground for believing that I shall never bė a victim of corisumption. 
Any one can easily satisfy himself in this regard by a glance at my 
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likeness in the front of this book. This is one reason why it was 
.inserted ; the other is because many of my pupils and friends asked 
me to do so for their gratification. 
To the faithful and persevering practice of breathing-gymnastics, 
I ascribe the fact that for nearly ten years I have been a thoroughly 
well man. I have not had a cold on my lungs in all this time. I 
have rarely a bilious attack and my digestion is most excellent, Of 
my sad family history there seems to be but one unpleasant feature 
left—my life insurance policy. When I applied, in 1878, for a regu- 
lar life policy, I was rejected, and was allowed only an endowment 
policy of $1,000 at the enormous annual premium of $54.26 for | 
fifteen years, This is small comfort to a man desirous of providing 
for his family in case of emergency. But, thanks to my breathing- 
gymnastics, my constitution is capable of enduring not only con- 
tinuous work, but overwork. At the age of 52, I am stronger and 
healthier than ever before; and thus I hope that my own life in- 
surance, which my breathing-exercises may prolong for a number 
of years, will enable me to make a for the small policy in the New 
York Life Insurance Co. 


§5. The Didi Solved. 


Welcome as this result was, I can vouch that it gave me no less 
pleasure to know that these studies had brought me to the complete 
solution of that question which occupied my mind so early ‘in life 
and ever since, namely, how tones should be produced, how the 
voice ought to be managed without its getting hoarse or fatigued, 
or without hópelessly losing.it altogether, long before one's life is 
half through. I can now use my voice from'early morning till late 
in the evening, either in singing. in teaching or in conversation ; 
and, on account of my innate energy, I do nothing with the inten- 
tion of saving myself, still my voice or my throat never feel tired, 
and in the last hour of my day' s work my tones may even be clearer 
, ànd rounder than in the moming. I cannot recollect when I have 

" hadasore throat. Climatic influences will sometimes be the cause of 
taking cold, but, as my perfect system of breathing and breathing: 
gymnastics prevents it from becoming serious, it will pass away 
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easily without settling upon the lungs. But the greatest satisfaction 
I find isin the delightful results which my system of voice-produc- 
tion achieves in my pupils. The first steps of learning to breathe 
correctly and to develop and educate the breathing-muscles to the 
wonderful and mysterious work in tone-production, for which they 
are created, seem rather a slow process. As soon asa pupil has 
mastered the difficulties of gaining control over these muscles, and 
of keeping the throat so relaxed and free that. the breathing-mus- 
cles can manage, without restraint, the movements of the larynx 
and the tension of the vocal ligaments, then the voice will at once 
show an incredible improvement. Voices that naturally or by habit 
sound shrill, wiry, tinny, reedy, throaty, hollow, veiled, husky, etc., 
can overcome these bad qualities completely by this system in a 
comparatively short time. Voices that have been ruined by over- 
work or bad teaching can positively be restored by it. Men or 
women with stooping shoulders, sunken chests, and hollow cheeks, 
_can, in a few months, become straight, hold the shoulders back and 
have round chests and a healthy color in their faces, Clergymen, 
lawyers and teachers, who suffer with chronic sore throat, as the 
result of their unnatural voice-use, may learn in two months a per- 
fectly natural method, acquire a pleasant and round voice, regain 
their health, and will never again tire of speaking. I own, how- 
ever, that the system alone cannot do everything. I do not belong 
to that class of teachers who profess to be able to make a singer 
out of everybody. There are certain conditions required on the 
part of the pupil, namely, intelligence and freedom from, natural 
and incurable impediments. But most of all, they need untiring 
application. If these points be answered favorably, I will guaran- 
tee complete success with my system, no matter what other difficul- 


ties may be in the way. 
| $6. Zhe Conclusion of this Chapter. 
_ Now, dear reader, have I not exhausted your patience by my talk 
about myself? Pardon me if I have. Voice-culture and the many 


and various experiences in that line upon which my life has turned, 
asfar back as I can remember, is such an interesting subject to me 
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that I feel as if I could never stop talking about it when once fairly 
started. Considering, therefore, that I have forced myself to be 
much shorter in print than I would have been if engaged in con- 
versation with you upon this subject, I am sure that you will be 
glad to get off so easily. 

There is one point, however, which needs some explanation. I 
have probably given the impression, though without'intending to do 
so, that I consider the study of physiology to be the only necessary 
qualification of a voice-trainer. No, I do not wish to say that a 
vocal teacher, in order to be successful, must always have the laryn- 
goscope in his hand, and fill the pupil's mind with a legion of strange 
anatomical expressions that are without meaning to him. Every- 
body knows that at the present time a great deal is made of vocal 
physiology. No matter how little success a teacher has, if he makes 
a great display in advertising that his system is based upon the 
physiology of the voice, he may deceive the multitude. As a rule, 
such teachers contend that the old Italian school of singing is of so 
remote an age that we do not now know what it was. That is not 
so. Others, again, ridicule physiology and laryngoscopy, and con- 
tend that voice-production can be taught principally by imitation. 
I consider this question of such importance that I shall devote a 
chapter to its consideration. 





CHAPTER III. 


PHYSIOLOGY OR IMITATION? 





Those voice-trainers who base their claims to the confidence of 
vocal students almost entirely upon their physiological knowledge 
appear to me like a natural curiosity. At the same time, I must 
confess, I am just ag much dismayed by finding vocal teachers who 
ridicule the idea of the science of physiology forming part of the 
necessary outfit of a singing-master. Such assertions are, under 
certain circumstances, not at all surprising. But when a musician 
and teacher like F. H. Truhn, of Berlin, in his pamphlet “The Art 
of Singing," expresses himself in the following manner: * Mozart 
knew nothing of Chladni's and Helmholtz's researches; who needs, 
then, to study physiological analysis of the vocal organs to become 
a singer or a teacher of singing?" how shall we account for his 
sentiments! ‘The great masters of the old Italian school were of 

_ the opposite opinion. l 


§ 7. The Study of Physiology Indispensable to the Vocal Teacher, 


The renowned Italian singer, composer and musical writer, Gio- 
vanni A. Buontempi, who died before he could get a glimpse of the 
glorious era of the old Italian school, informs us in his ** History 
of Music," from which Dr. Burney gives many and long abstracts, 

that at his time the daily study of the physical laws that govern the 
singers tones was required of the pupils. The same is told by 
Arteaga of his times. J. F. Agricola, in his translation of Tosi's 

_ important work, gives, in the first chapter, a description in detail of 
;,' ,,the larynx and its functions. Dr. Marx, in his noteworthy book 
OQ 5 The Ast of. Singing," in Section TI., treats vocal physiology with 
^. "such a thorough knowledge that we wonder how it was possible to 
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achieve such scientific results thirty years before Garcia first saw the 
vocal ligaments in operation in a living body. In our own days 
either too much or too little stress is laid upon this science. 

The study of vocal physiology is surely a very essential duty of 
the singing-teacher; without it he cannot conscientiously be a 
vocal trainer. Would you trust a physician who you knew had not 
acquired the necessary knowledge of the mysteries of the human 
body? Why, then, should you pin your faith upon a voice-trainer 
who makes a boast of his ignorance of the natural laws that govern 
the vocal organs? These organs are the most delicate, vital and 
complicatéd parts of our body. Is it reasonable, then, to say, that 
aman can train them without knowing their natural conditions ? 
No rational being can decline the advice given by Agricola in his 
translation of Tosi: ‘The knowledge of the vocal organs is always 
very useful to the singer, and especially to the teacher, and in many 
cases indispensable. For even when nature has endowed a singer 
with the best qualities, the knowledge of physiology is necessary to 
prevent all damages that might be done through ignorance. But 
when a teacher finds natural faults and defects in a voice, how can 
he successfully battle with them if he is unacquainted with the seat 
of the evil?” 

Dr. Hirtinger, an acknowledged authority in Germany on voice- 
culture, makes the following remark well worthy of notice: “ As in 
all other arts and sciences man can only reach the truth and perfec- 
tion by walking in those paths, along which he can follow the foot- 
prints of nature, so also in voice-training. If the student of the art 
of singing receives no insight into the mysterious workshop of his 
vocal organs, then he will not ‘only make no advance in the culti- 
vating of his voice, but, on the contrary, will positively distort it 
and lose all naturalness.” This shows the fallacy of the common 
belief, that a man or a woman who is a great singer must necessarily 
on that account be the best teacher. If they have not studied the 
art of training voices, the first chapter of which must contain the 
science of the natural conditions of the vocal organs, they are 
unfit to train others, for the samé reason that the best pianist —just 
because he has learned to play the piano — cannot be sonaderes 
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- to have also fitted himself to become a, manufacturer of pianos. 


For this he would have to undergo much extra training. 

Voice-training rests, in the first instance, upon correct muscular 
action, which the teacher must understand. How could he acquire 
this knowledge without the study of physiology? Next, a thorough 
examination must be made of the vocal organs of the pupil to find 
out what impediments are to be removed, what natural difficulties in 
each individual case are to be encountered. How helpless must a 
teacher be if he has never practiced laryngoscopy! Every voice- 
trainer ought to have gone through a regular course in a throat- 
hospital, or with a throat-physician. 


$ 8. Jmitation or Cultivation by means of the Ear is also an Important 
Agency in Training Voices. . 

Notwithstanding this advocacy of the study of physiology, I con- 

tend that it would be a great mistake to think, that the study of 

physiology and laryngoscopy alone will enable any one to become a 

voice-trainer or a singer. I will even assert that the knowledge of 

physiological laws alone, as a rule, will not enable the student to 


. produce even a good tone. Physiological theories must go hand 


in hand with the musical ear or the law of imitation. All pupils 
rely more or less on the power of-example. The teacher—as 
Ferd. Siebet advises— must imitate the wrong muscle-action and 
tone of his pupil as an illustration of the negative side, and after- 
ward produce the right model—the good tone. Thug, thé pupil 
will be made to understand in the most practical and shortest way 
the physiological theories, Without this system of imitation judi- 
ciously used by an experienced teacher — without this teaching 
from ear to ear, and eye to eye, voice-culture cannot be successful. 
It is just as difficult or impossible to learn to sing good tones without 
hearing the teacher's pure model tone, as it is difficult or impossible 
to learn to speak without hearing. 

This is exactly the point which the celebrated masters of the old 
Italian school maintained, and I cannot see how a rational being 
can take any other view —except on the ground that even rational 


. beings are sometimes influenced by selfish motives. The most 
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vehement protesters against the old Italian school (and it must be 
noted that none of them have ever, to my knowledge, attacked the 
soundness of the method but, strangely enough and also falsely, have 
endeavored to show that nobody knows anything about it now) are 
those vocal teachers who use their knowledge of physiology either. 
as a hobby or as an advertising dodge, or else have published a 
so-called method, and who wish, for their own sakes, that no one 
else shall know of anything. better. Once in a while the attack 
comes from one who is both physiologist and author. There is no 
necessity of paying any attention to such spasmodic outbreaks of 
selfishness. Still, for the novelty of the case, I must refer to an 
author who not only asserts that his principles of voice-culture are 
grounded upon physiological science, but who has also published 
a ** method," and, consequently, wishes to make every one believe 
that we know nothing about the old Italian method. He con- 
centrates his argument in one grand finale — a questionable piece 
of sarcasm, by means of which -he tries to demolish what he terms 
“the false notion” of the Italian method: “It seemed to me 
necessary that some one should try to show up the Italian method 
in its true guise,—that of a mere spectre haunting our pathway and 
hindering our progress, just as an apparition in Balaam’s time made 
it impossible for him to get on with his journey even though he 
could not define its presence. And, by the way, that apparition. 
furnishes a peculiarly appropriate type of a mystic vocal method; 
for, you will remember, it was successful in developing a voice where 
one was least looked for.” 

I shall not find fault with his trifling way of disposing of such an 
important question. I shall not even chide him for producing such 
a lame joke, because the questionable anachronism contained therein 
takes off all the edge, But I may be allowed to say that no teachers 
professing the principles of the old Italian school have ever shown 
such flighty enthusiasm as the author quoted assumes them to pos- 
sess. However, no one will demur at my assertion that physiology 
alone is entirely unable to advance Balaam’s ass or artybody else 
beyond his own physiological hee-haw, I firmly believe that the 
study of physiology without the sound principles of the old Italian 
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school will enable a man to become a successful butcher but not a 


-trainer of voices. 


The question, what does one need in order to become a singing- 
teacher, may be briefly answered: First, a thorough study of physio- 
logical science, at least as far as it pertains to the respiratory and 
vocal organs; secondly, as much as can be learned theoretically and 
practically of the principles of the old Italian masters and their 
successors, and of every one else; lastly, he must be a thorough 
musician, by nature and faithful application adapted to this difficult 
and responsible task. 

But no matter how important the individual and personal teaching 
is, especially for elementary instruction in all branches of voice-culture, 
the student must, in time, become more and more independent, ac- 
cording to the degree of his natural talents and the progress he makes ; 
and, when the time comes to leave his teacher and become his own 
master, he must not cease to work and study, for now the real work 
and learning begin. As teacher, at any rate, the singer will amount 
next to nothing, if he is not an arduous student. Still self-training 
in singing without the aid of the teacher's personal influence is im- 


. possible. Considered in this light, we must declare a certain new 


industrial branch called | 
$9. * Singing-Lessons by Mail” an Unmitigated Humbug. 
Printed lessons published in book form, intended to teach piano- 


playing without a teacher, have been tried repeatedly without suc- 


cess. Such à procedure in voice-culturé, however, has not been 
tried until now. Johann Adam Hiller, cantor of St. Thomas, in 
Leipzig, published, in 1778, a singing-method arranged in regular 


lessons, but not for the use of students without a teacher, but for 
-teachers as a guide in instructin 


g others. J. R. Weber, a worthy 


singing-teacher in Switzerland, published, in 1849, a theoretical and 


. :práctical manual of singing, arranging his material into eighty-five 
^; Jessons each containing a certain portion | 

“music, vocal exercises, and small songs. Of course, this was not 
‘intended for self-instruction, but as a class-book to be used under 


n of the elements of 


the personal. guidance of the teacher. Selfinstruction in singing, 
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or, as it is styled, “‘singing-lessons by mail,” is a new enterprise. 
From the very nature of the voice, which, in every instance, must 
be taken as an individual voice, the training of it by mail is an 
impossible thing, and I really cannot see how any one can find 
enthusiasm or confidence enough to venture upon such a wholesale 
trade in vocal instruction. l 

I am aware that I have made a very sweeping and serious denun- 

ciation of this wholesale vocal manufacturing or turning out of 
singers by machinery. Why is it an unmitigated humbug? Be- 
cause it throws upon the ignorant pupil that most difficult task of 
the singing-teacher — the diagnosis. ‘This is full of responsibilities, 
a task that requires the teacher’s closest attention, that appeals more 
than any other to his experience, knowledge, conscientiousness and 
especially to his ear. This is the one point in vocal training which, 
. less than any other, can be settled by writing, and in which’ the 
teacher's own observation —seeing and hearing—-is absolutely 
necessary. What would any honorable physician say of an oculist 
or of a throat-physician wHo advertised to treat patients by mail ? 
Could: they style such practice anything but swindling and criminal P 
There. is the samé ground for condemning vocal lessons by mail. 
- Tone-production cannot. be learned except by oral training of tne 
best kind. 

The reviewer of the very excellent little book “ Advice to Singers 
by a Singer,” in the London Musical Times, January, 1879, says: 
** We are very glad to see that the author of this treatise does not 
profess to issue a few pages of printed rules. by which astudent can 
teach himself to sing, Indeed, it must in justice be said, that, so 
far from this, he boldly tells his readers that it is utterly impossible 
to become a good vocalist without the aid of an experienced 
instructor.” I believe that there is no opinion in which there is 
such general agreement among all singing-teachers as there is in 
this: That up to the present time a self-trained artistic singer is 
entirely unknown, and that no one can become an artistic singer 
without the aid of a teacher's personal instruction. As this issuch a 
. manifest and unmistakable truth, we need not waste more words 
about it. 


F 
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8 ro. Nationality no Criterion of a Teacher's Merit. 


Another strange and very absurd fancy, which a great many pro- 
fessional singers have, is the idea that the fact of one’s belonging 
to a certain nation and country must needs make one especially 
fitted and ‘apt as a teacher of singing. How often do we hear 
remarks like the following: ** No one but an Italian is fit to bea 
singing-teacher!” A man with an Italian name (in reality or fiction) 
prefixed with a “Signor,” can establish himself as a high-priced 
vocal teacher in this country, though he is sometimes only a 
moderate singer and musician, and still less a physiologist. If only 
he can master a few airs— especially those that the tailor, the 
gentlemen's furnishing-store, the barber and patent leather shoes 
furnish to him — and charge enormous prices, he may flourish for a 
while. It really seems as if some people cannot see and hear any- 
thing in a man but the clothes he wears or the horn he blows. Thus 
it happens that we can find the German Jew, the Turk, the Spaniard, 
the Englishman and the Yankee with an Italian name as Signor So- 
and-so—maestro del bel canto of the Italian school — successfully 
enjoying the generosity of the American people who, however, 
have been of late considerably shaken in the belief that no one but 
an Italian is fit to be a singing-teacher. Over one hundred years 
ago there was more cause for saying so; but times have changed. 
For a number of years our greatest singers neither have been 
Italians nor have they been trained by Italians. Even the silly cus- 
tom — forced upon artists by popular prejudice — of assuming an 
Italian stage-name, is as good as abolished. Still I do not wish to 
convey the impression that Italy has no good singing-teachers or no 
good singers. There are some good Italian singing-teachers; but 
a great many better teachers can be found outside of Italy. 

The field for the vocal charlatan is getting smaller from year to year 
The signs are that before long only that teacher who can prove his 
ability by his pupils will be able to stand his ground. Not the one 
whó advertises the most extensively, who dresses thé most elegantly, 
who exceeds all the others in his charges, not even the one who 
sings fhe best or writes an acknowledged good book upon voice- 
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training — no ! our people are becoming enlightened upon this sub- 
ject. The teacher who is successful in eradicating bad habits, in 
producing clear voices, in improving the health and bearing in the 
greatest number of pupils —in a word, the teacher whose system 
educates young singers so that their appearance is a delight, so that 
their voices give pleasure, so that their whole style of singing is 
scientific and artistic — he may be sure of a brilliant career. 

This seems to be the feeling among, vocal teachers themselves. 
The fact that so many of them make, from time to time, what ap- 
pears to be regularly organized invasions among reputable and 
successful teachers’ best pupils is positive proof. The lack of prin- 
ciple displayed in such matters is incredible. I shall not publish 
particulars, still I may be permitted to acknowledge with thanks the 
great compliment paid me by more than half-a-dozen so-called “ best 
teachers,” by taking some of my most advanced pupils and, with- 
out further preparation, introducing them to audiences as their own 
* crack pupils." This is the best recommendation of my method. 
I do not seek other teachers’ pupils; but, of course, I do not refuse 
them if they apply to me for instruction. But it is always some 
EE I can bring them out in.the concerts of my advanced 
pupils. 


$11. Val Critics and Critical Vocalists. 


There is a proverb in Austria: “Wer da baut an den Strassen, 
muss Jedermann davon reden lassen,” which means that whoever 
builds on a public highway must expect people to talk about the 
structure. This is applicable to the author of a book. But it is 
not the author's fault if a critic, by adverse judgment, exposes the 
weakness of his own reasoning-power. In a method of voice-cul- 
ture, where the whole progress is dependent on the development of 
certain muscles, a critic cannot arrive at a correct conclusion by a 
mental process alone; he is competent to utter a reliable opinion 
only if he has given the system a fair trial himself or has seen others 
who have accomplished what the System promises, One who reads 
a book and tries to do at once: wliat the system advises must; of 
course, fail; but he has therefore no right to say: ** That's all non- 





28 THE ART OF BREATHING. 


sense!” Muscle-development is, under the most favorable circum- 
stances, a slow process. This system needs a fair trial before you 
can judge of its merits. 

I also wish to be understood in regard to the expressions used in 
explaining muscle-action. Some critics may find fault with me in this 
regard. My chief aim is to be practical, and to explain everything so 
that the pupil can understand me. — If I had opened a physiological 
book and copied numerous foreign technical terms, expressions 

. and sentences, I might gain, among the ignorant, the reputation of 
being very learned, but I should not gain my object, namely, to 
teach my pupils and to be understood by them. 
I have also purposely omitted all physiological illustrations. 
Neither the throat, nor the respiratory organs, nor the resonance- 
chambers, nor the articulation-actions have been illustrated by wood- 
cuts. I leavé these to the specialist. Moreover, there are many 
books with good illustrations, easy of access. The student can get 
from physiological specialists much more information than the regu- 
lar vocalist can furnish, especially (as is usually the case) if he can- 
not handle a laryngoscope, or must go to a throat-specialist to have 
the pupil examined, and formulate his conclusions and drawings by 
an unsatisfactory second hand process, I recommend Dr. Lennox 
Browne and Emil Behnke's “ Voice, Song and Speech.” I know of 
no better and more thorough work with so many correct and original 
illustrations in the English language. Another commendable book 
` upon this subject is Sir Morell Mackenzie's ** The Hygiene of the 
. Vócal Organs." Notwithstanding its title, the contents of about 
half the book turn upon the écience of vocal physiology. It is 
true that Dr. Mackenzie differs in some things from the previously- 
mentioned authors, but no matter. It will be a long time before 
physiologists agree about the mysterious workings of the vocal 
organs. I assure my readers that they will gain valuable informa- 


_, tion from these books.. 
-I have, in a. general way, not much faith in drawings and illus- 


E trátions of the throat, larynx, chest-box, ribs, etc. The. breathing- 





5 ) gymnastics and. the positions in which they are to be practiced, 
ach the practical method a great deal better and mote, clearly. 
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than a whole library of anatomical wood-cuts. This is especially 
true of the larynx. ‘For years I have studied the best illustrated 
works; and yet the first half-hour of practice with the laryngoscope 
gave me a better idea of the workings of the throat than all the 
years previously spent in studying wood-cuts and models. i 


PART II. 


THE THEORY OF BREATHING. 

The process of respiration has a threefold aspect. First, the lungs 
in human kind serve as an “ excretory organ straining from the blood 
through a delicate layer of filtering tissue, as through a blotting- 
paper, a waste product called carbonic acid. As a second office, the 
lungs import into thé blood through the same tissue, that great 
sweeper of the economy, oxygen, which is absorbed from the fresh 
air in the lungs into the"blood, and thus introdüced into all corners 
of the organism." * But we are not concerned here about the lungs 
as an eliminator of waste and a purifier of the blood. We take for 


. granted that the air which we inhale is the germ of warmth and life, 


and when it is exhaled it comes out a deadly poison. 

The ¢iird function of the lungs, as supplying air for voice, alone 
occupies our attention. The lungs are to us siniply “two elastic 
bags, which contain a network of innumerable tubes and air-cells” f 
called capillaries; “in fact they contain millions of thém, varying 
in the adult from one-seventieth to one two-hundredth of an inch in 
diameter.” <“ We can form an idea of the immense. number of air- 
cells in the lungs from the fact that if they were spread,out over an 
unbroken surface, they would cover an area of fourteen thousand 
square feet.”§ ‘* Each of these air-cells is lined with a very elastic 
tissue, which is greatly stretchéd when the lungs are full." [ 

These two bags, called Jungs, serve as the reservoirs of air like two 
bellows in an organ, and in the same manner as these are worked, 
by a certain motor power, so is the air made to enter the lungs by 

Seg re Ee 

peris J, Plumptre's tu King’s College Lectures on Elocution ” 
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the action of certain muscles. The important task before us 1s to 
learn through what muscle-action we can fill the lungs with air in the 
most satisfactory way in the act of inhaling, and how they must be 
worked in order to convert the air into the singing-voice during ex- 
halation. In addition to this, we must also be taught the important 
art of educating these muscles up to the highest skill that is obtain- 
able, by means of breathing-gymnastics. This brings us to the 
division of our subject: |. 

1. The Act of Inspiration. 

2. The Act of Expiration in Singing. 

3. The Act of Expiration in Speaking or Elocution. 

4. The Breathing- Gymnastics: 


N 


CHAPTER IV. | 





THE ACT OF INSPIRATION. 





« The mechanical arrangements by which the respiratory n move- 
ments are effected may be found in (a) the elasticity of the lungs, 
and (2) the mobility of the sides and bottom of the thoracic cavity 
in which the lungs are contained. The thorax may be regarded as 
a completely shut, conical box, with the small end turned upward, 
the back of the box being formed by the spinal column, the front 
by the breastbone ”* (sternum), and on the sides by twelve pairs of 
ribs (in both the male and female), “The ribs have their origin 
on each side of the spinal column with movable joints. The seven 
upper ribs are united to the chest-bone with cartilages,” the eighth, 
ninth and tenth are fastened with cartilages to its preceding rib, 
“and the last two pairs àre called floating ribs,” because. they are 
free. “The spaces limited by the ribs are closed by two superficial 
muscular layers, the intercostal muscles, The base of the thorax is 
closed by a muscular partition, the. .diaphragm, which senate the 
chest-box from the abdominal cavity.”+ 

“ The two’ lungs occupy all the cavity of this box which | is not 
taken up by the heart. Each half of the lungs is enclosed in a serous 
membrane, the pleura, a (very elastic) double bag, over the greater 
part of its extent, quite firmly adherent. to the. walls of the chest.and 
the diaphragm, 'and also closely (air-tight) incasing the lungs. Wy 
“ The air is made to enter. the. lüngs by causing in them (through 
the aotion of certain muscles). an airless. space on the same’ princi- 
ple, as a pump. or Syringe . is: filled, A es DY drawing: the. poss an 


:* Huxley's."' Physiology j 
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airless space is caused, and the fluid is forced into the pump by the 
pressure of the atmospheric air. The difference is only that in tak- 
ing breath the airless space, or the expansion of the lungs, is 
accomplished by the so-called breathing-muscles, and thus the 
pressure of the atmosphere will cause the air to enter into the. 
lungs.” * 
We must bear in mind two very important facts, namely, that in 
the act of inspiration the lungs. need not occupy our attention, for 
they must always follow the motions of the thorax, but that every- 
thing depends upon the breathing-muscles, whose function it is to 
expand a part of, or the whole thorax, in order to create an airless 
space in the lungs, and force the air into them. 
The next step is, of course, to examine the different methods of 
expanding the various parts of the chest-box and noté in each case 
the result in regard to the amount of breath furnished, as well as 
the effort which is needed for it. Zhe system which would enable us 
to take the greatest amount of air into the lungs with the least effort 
must be declared the best. 
Dr. A. C. Neumann, in his thorough and comprehensive book, 
Die Athmungskunst des Menschen ( *'The Art of Breathing") men- 
tions four methods of taking breath : 
1. The clavicular or high breathing, often called high chest- 
breathing. 
2. The costal or rib-breathing. 
3. The diaphragm-breathing, and 
4. The full diaphragm-breathing, which I should prefer to call 
“the full breath with the combined breathing-muscles.” 

It is barely necessary to remark that the name of each of these 
‘ systems indicates which part of the thorax is expanded in taking 
edes We will consider them in the order above indicated, 


$ 12. Clavicular or Hii ig Chest- Breathing. 
j^ This i is the method of taking breath by expanding principally the 
upper. chest. The whole abdomen is flattened and driven inward, 
fesses the viscera of the abdomen upward against the 





0 Anatomie, Vol. 11., p. e 
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diaphragm, which, in consequence, has to ascend;. or, in other 
words, the ribs are raised and the shoulders, with the shoulder- 
blades and collar-bones, are lifted up. Many singers, especially 
prima donnas, after they have thus taken the breath, draw the body 
forward and contract the chest, an abominable practice. This mode 
of taking breath is the worst that can be imagined. 

Let us keep in mind that the chest-box is conical in shape, and 
its cavity, therefore, is smaller at the top than in the middle or 
at the bottom; its expansion is also smaller in the same propor~ 
tion, and as the bottom of the thorax — the diaphragm — is 
raised in proportion as the collar-bones and shoulders are lifted, 
there is no possibility of making a vertical expansion. This natu- 
rally limited manner of expansion allows of but very inadequate 
capacity for furnishing air to the lungs. 

Another difficulty, which ought to make collar-bone breathing 
unpopular, is the great effort that is needed for its accomplishment. 
There are two formidable obstacles in thé way of a comfortable and 
easy expansion; or rather lifting-up of the upper chest, namely, the 
collar-bonés and the shoulder-blades. “The collar-bone is fastened 
upon the chest-bone just above the first rib; it crosses the first rib 
near its end in front and connects with the highest part of the 
upper arm-bone and’ the shoulder-blades.' The latter is a broad, 
three-cornered bone on each side of the back, the smallest side of 
the triangle leaning against the space between the first and second 
ribs, the lowest point extending to the seventh rib or the space 
_ between the seventh and eighth ribs.** It is evident from the very 
nature of the case that the expansion of the upper chest, if it has to 
be done by the lifting of such formidable, bony obstructions, must 
require considerable effort. 

Furthermore, we. notice that as the cavity of the chest-box is 
conical i in. shape and therefore smallest at its upper end, so also are 
the- Jungs conical at their two upper points, and there is not as 
much room for air in the points of the lungs as in the centre or in 
the lower parts. 

(0f all methods of breathing, fhe elaviewlar or LAT breathing fim 
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' nishes the smallest amount of air with the greatest effort. In all busi- 
ness transactions a sensible man would quickly reject an arrangement 
by which he would make the least money with the greatest outlay of 
labor. Why not apply the same practical principle in the workshop 
of your body? But there are other reasons why we must reject 
- clavicular breathing : 
taj The comparatively small amount of air that is furnished by 
this system nécessitates a frequent repetition of this unnatural effort, 
which is, of course, very fatiguing. 
-~ (@) It involves a somewhat stiff or fixed position of the larynx, which 
‘Causes an unmusical and harsh tone, and makes truly expressive sing- 
ing impossible. S 
' (@ It neutralizes toa considerable extent the management of the 
‘eorrect tension of the vocal cords, and, consequently, the control 
of the voice. A singer accustomed to clavicular breathing must 
strain the tender muscles of the larynx and throat unnaturally, 
especially in loud singing, which strain very few singers can long 
endure. Inflammation of the larynx and pharynx, chronic hoarse- 
ness and loss of voice, are frequent outgrowths of this method of 
breathing. The proverbial “clergyman’s ‘sore throat” is nearly 
always brought on by collar-bone breathing and the straining of the 
‘larynx-muscles, etc., which it induces.. As 2 rule, this difficulty is 
‘aggravated by the. position which a clergyman or any one who reads 
aloud from a manuscript necessarily takes —head bent down. This 
hinders the breathing-muscles, as well as the throat, in the natural 
‘exercise of their functions. Still, to say that this position is invari- 
ably the sole cause of the trouble is a clear misunderstanding of the 
case. SSO l . : 
(£) I have also found that the grating. habit of singing sharp is 
often induced by clavicular breathing. Furthermore, it is the not 
, infrequent cause of breaks and cracks in the highest tones of the 
1. Voice, ` OCA TUE NINE 
!; ^ (e) With clavicular breathing it is. very awkward and unsatisfactory 
- toinhale the air through the nostrils. A singer addicted to collar- 
Bone breathing exposes himself to all of the bad.consequences of 
uth-breathing, of which more-will-be learned in.the proper place. 
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(/) With this system, breath must'be taken with great violence 
through the mouth, when only a short time is allotted for the renew- 
ing of the air. This causes a very disagreeable, asthmatical panting 
_ or wheezing, and the miost renowned artists make thus a painful 
impression upon an audience. 

(g) As soon as the breath is taken with this method, and the first 
tone produced, the chest must commence at once to relax, which 
interferes with the firm resonance of the air-column in the windpipe 
and impairs the solidity of the tone. 
(4) The greatest objection that can be raised against collar-bone 

breathing is :- It involves muscles that do not belong to the class of 
breathing-muscles at all, and that contribute little or nothing to the 
expansion of the chest. Dr. J. Henle, the greatest explorer of the 
human body, cálls particular attention to this point in speaking of 
those surface muscles of the chest and back that are employed in 
lifting the weight of the body. ‘The best argument that these 
muscles have rather the function of raising the weight of the body 
than of helping in the action ‘of inspiration, presents itself in the 
.fact that any one suspended by his arms has no more difficulty in 
inhaling or exhaling than when standing on the floor. The fact is, 
these muscles are arranged as unfavorably as is possible for any 
assistance in breathing. ‘Their fibres run either parallel with the ribs, 
which they ought to lift, or they ascend in such a manner that they - 
would rather depress the ribs,” which increases, of course, the 
laboriousness of this method of breathing, not taking into considera- 
tion the entirely superfluous work of lifting the collar-bones, shoulders 
and shoulder-blades by an extra effort of a distinct group of muscles. 
In order to convince yourself of this, try the following experi- 
ment: Stand perfectly straight, the arms hanging down at the sides 
of the body. Without attempting to inhale or hold the breath, 
suddenly lift the shoulders and the collar-bones, and you will find 
that no air enters your lungs.. But as soon as you set the intercostal 
muscles to wörk to expand the upper chest, you will feel the air at 
once entering the lungs. Is this not sufficient proof that the raising 
of the clavicles and shoulder-blades with an extra effort is altogether 
superfluous in breathing, and an immense waste of strength? 
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I wish to emphasize particularly that I do not see any objection 
to the expanding of the upper chest for taking breath in sing- 
ing. No! On the contrary, I consider it very important and neces- 
sary. Still, the expansion of the upper chest alone is not enough. 
I, however, protest against having it done in such an outrageous 
way that it will spoil the best part of your singing, injure your voice 
 afid your throat, and yet you gain absolutely nothing by it, and 
know at the same time that the hardest part of your work is need- 
“Jess and harmful. 


$13. Costal or Rib-Breathing. 

Dr. C. L. Merkel * describes this system in the following way: 
“In costal breathing the diaphragm is extended, and, in conse- 
quence, the abdomen is drawn in.” We shall become acquainted 
soon with a physiological law, that the contraction of the dia- 
phragm causes this same muscle to descend, and the wall of the 
‘abdomen to move outward; but when the diaphragm is extended, 
as-is done in purely rib-breathing, its arch is pushed upward, 
and, at the same time, the retiring wall of the abdomen presses the 
viscera against the diaphragm and the outer abdominal wall is flat- 
tened. The ribs are raised by ‘the intercostal muscles, and the 
-chest-box is expanded considerably more by this method than 
was possible with clavicular breathing. Neither has rib-breathing 
thé objectionable features of the preceding method, and this is 
probably the reason why Gustav Engel f recommends it to singers, 
though I hope that no one will follow his advice in this matter. 
"Dr. Merkel seems to prefer it to the quick or short breath, but . 
“Says tliat he was not able to take as much breath by this method 
when he took the air in slowly. Take it all in all, we cannot de- 
ve ourselves satisfied with less as long as we can do better. What 
is * better d , method i is, we shall find out in due time. 










E 14. Diaphragm-Breathing. 
diaphragm is the great muscle that servès as a partition 
C box and: TS abdomen, ii is always? =~ “whei ina 
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state of rest — concave to the abdomen and convex to the chest- 
box.” * We are already familiar with the fact, that when the 
diaphragm is contracted it descends, 4. ¢., the upper, convex part is 
pressed down and at.least the three lower ribs are pushed outward 
a little by the intercostal muscles, and held firmly by a muscle 
antagonistic to the diaphragm. By the descent of the diaphragm 
the internal organs of the abdomen are crammed downward, and, in © 
consequence, the yielding wall of the abdomen is pushed forward. 
By this method, the expansion of the thorax is made with con- 
siderably less effort than in the two preceding ones, as all the parts 
that aré to be expanded are naturally more flexible and yielding. 
But it is disputed ‘among physiologists whether one can inhale more 
air by purely diaphragm or by costal breathing. I, myself, think it 
of little importance which way the decision falls, for I consider them 
both ene ue for a full breath. For the ordinary process of 


to be the best. 

The act. which bir prejudice a thinking mind against any oy these 
three methods of breathing is this: That in not one of them are the 
whole lungs filled with airs but only a part of them, In clavicular 
breathing it is the upper part and a portion of the central lungs; in 
costal breathing it is the central and upper parts; iù diaphragm- 
breathing it is principally the lower and a part of the central lungs, 
that are filled with air. Iti Is evident that by such imperfect inethods 
we can never inhale a sufficient quantity of air to sing in one breath 
a great number of full tones, or éven ordinary musical phrases. We, 
need not mention that it is unhealthy to breathe habitually with a one- 
sided method, for it excludés one part of the lungs from a healthy 
activity, and deprives it of the mecessary ventilation; the elasticity 
of the air-cells will be diminished in the course of time; they will 
shrivel, and serious pulmonary troubles are bound to follow sooner 
or later. The more we think of it; the more urgent the question 
seems to become: Is there no way ‘of fillmg the whole ae with 
&ir in one * breath P ; 
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‘question of: breathing, is that physiologists, in order to theoretically 
treat this subject, have divided the respiratory apparatus into three 
‘distinctly ‘separate muscle-actions, and have even admitted muscles 
that do-not belong. to the breathing-apparatus at all, as in.clavicular 
breathing... If we study nature unbiased: by habit, prejudice or 
Science, we shall find that nature knows but one breathing-apparatus, 
All the muscles pertaining to it must act together, and the only dis- 
tinctidn that can be made is the amount of the total expansion of 
the thorax with ‘all the breathing-muscles in combined action, and 
not that of distinct sets of breathing-muscles. This is the only cor- 
rect method of taking breath, and we shall now study its particulars, 


$15. Zü£e Breath with the Combined Breathing-Muscles,—the. Full | 
Breath. 


‘The fundamental work is.done by the diaphragm, whose action 
we have already learned, but which will soon receive further con- 
sideration. 
~ In regard to the muscles of the chest or thorax, and — in 
what way they take part in the full expansion of the thoracic.cavity 
in the act of taking breath, there is yet considerable dispute among 
physiologists, and this, like many other mysteries of our body, is far 
from being cleared up. For our purposes this need not disturb us. 
Neither: shall I burden the ‘reader. with the unnecessary work of 
battling, through unintelligible technical: names of ‘these breathing- 
muscles, as it would not help him to.find them in his own body. 
Dr. A. C. Neumahn remarks very much to the point: ^ If you wish 
to find: and define these-muscles, you must, before all' things, con- 
sider that the word ‘muscle’ must never be taken in the sense of 
the anatomist as a piece’ of flesh dissected and prepared from a 
corpse, but as a group of muscle-fibres, which may follow more or 
less the anatomical analysis of muscles." * 

- In describing the manner of taking a full breath with tlie com- 
bined bréathing-muscles, we may follow with the greatest confidence 
‘th opinion of Dr, J. Henle, the celebrated professor of anatomy 
iversity: of Góttingen, not so much because he stands foré- 


Neumann! 5 Die Athmungskunst des Menschen, p. n l 
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most in Europe among scientific and learned authorities in matters 
anatomical and physiological, but because his theory seems to cor- 
respond with practical observations in breathing, and his description 
of the muscle-actions of all breathing-muscles combined, come 
nearest to the ideal of the singer's full breath and full chest. 

Dr. Henle calls attention to the important fact, that the joints of the 
middle ribs are stiffer than those of the others, and that these same 
middle ribs remain less flexible in full (diaphragmatic) breathing ; 
whilst the highest rib is lifted, the lowest rib is drawn down, and 
each.of the two in its own direction is followed by the nearest ones 
in the same movement. ‘The fact is,” says Dr. Henle, “that a 
firm position of the lower ribs is necessary if the process of inspira- 
tion is to gain all the advantage from the contraction of the dia- 
phragm ; otherwise this muscle would pull’ the lower ribs—on which 
it originates — inward. It is, therefore, necessary that another 
antagonistic muscle should hold them firm," * while the intercostal 
muscles push them outward. 

We must notice the following points in this most complete method 
of breathing by the combined breathing-muscles: — e 

(a) The diaphragm is contracted and. descends at first, aa the 
abdominal walls extend outward as far as they do in what is called 
purely diaphragm-breathing. | 

(2) The lower ribs are drawn down by the diaphragm, held firm 
by its antagonistic muscle and forced outward. by the intercostal 
muscles, which enlarges.the middle chest-cavity a great deal more , 
than is possible by costal or rib-breathing. 

() The intercostal muscles lift the upper six or seven ribs and also 
force them outward, which causes as large an expansion of the chest 
as is possible by the clavicular method. 


(Z) In order to expand the chest-box as much as possible, the 


lower part of the abdominal region must, at the final action, be 
slightly drawn in, which not only gives the lungs a greatly needed 
support, but is especially useful for preparing the lower abdominal 


“aTr. J. Henle’s Anatomie, Vol Y. Dritte Abtheilen, e Die Muskellekre. The first edition of. 
this third part was published in 1858. ‘The first part of Vol, I. came cut in 1855. 
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muscles for the important work which they have to perform in ex- 
halation, during singing and speaking. © 

(2) Finally, we must notice that the collar-bones are raised a 
little in an involuntary and passive way, and not by a powerful 
effort of a separate group of muscles. The ribs, as they are raised 
by, the intercostal muscles, push up the collar-bones. 

: J must not be understood as advocating high-chest or clavicular 
breathing, for I mean just the reverse. The principal features of 
high breathing—the violent drawing in of the abdomen at the 
Beginning and the raising of the shoulders — are not permitted. I 
point out distinctly, once more, that the shoulders must not be 

raised, but only turned slightly backward. The muscles that raise 
the shoulders and shoulder-blades must, under no circumstances, be 
actively engaged in taking breath. Every movement they make 
must be a passive one, Also, the drawing in of the lower part of 
the abdominal walls must not be confounded with the method of . 
high-chest breathing, i in which the whole abdomen, including the 
' diaphragm-region, is completely drawn in and flattened from the 
beginning. In my method of taking a full breath the whole abdo- 
men is first expanded, and only at the last moment, just as the first 
trib pushes the collar-bone up a little, the lower part of the abdom- 
‘inal wall is slightly drawn in, while the rest of the abdomen remains 
„expanded as in purely diaphragmatic breathing. 
_ By this method we accomplish what we aimed at in the begin- 
“ning: to: learn to inhale the greatest possible quantity of air with 
_ the least, outlay of labor, comparatively speaking. 


4 16. Con @ Woman Accustom Herself to this Ful | Diaphrag. 

TE ^ málic Breath-taking ? 

i About 1 twelve years ago I delivered a series of lectures before a 
"society interested in breathing and singing. I gave frequent oppor- 
tunities for-questions. Though it seems almost incredible, yet, one 

vi veriitig, a physician rose and asked if I believed that a woman | 

ould breathe with her diaphragm. I answered decidedly i in the 
ffirniative, To this he retorted that I was altogether wrong, arid! 

Gould prove it; but he would not like to do so there: owing, 
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‘to the presence of young ladies, 1 remarked that no student of 
anatomy could come to such a conclusion except one whose obser- 
vations had been made only upon a living female wearing very 
tightly-laced corsets. He told me afterward that he referred to 
enciente women. ‘But even under those circumstances his opinion 
‘was erroneous. I could give him the names of several married 
women who have taken lessons in breathing and breathing-gymnas- 
tics at such times, in order to make the muscles more fiexible. Even 
outside of these ‘cases one sometimes hears the foolish assertion 
that woman cannot breathe with the diaphragm. One thing is cer- ` 
tain — I believe no one has ever denied it— that woman has a 
diaphragm as good and as proportionately strong as that of a man. 
Why, then, should woman not use the diaphragm for breathing ? 
Some so-called physiologists and vocal teachers make the dis 
tinction between the sexes in breathing that man breathes more with 
the diaphragm, while woman uses m I have | never yet 






T su die curse of civilization L the de COT- 
` If it were not for this, nobody would ever have dreamed of 
an a distinction between the sexes in regard to breathing. 
But after à woman has once ácquired the habit of breathing with 
a wrong method, can she learn full diaphragmatic breathing ? Yes, 
with very little trouble. . Breathing-gymnastics will accomplish it in 
an astonishingly short time, But, of course, the corset must give . 
way to sensible dressing, at least while she is learning, to. breathe 
_ correctly, and tight lacing must be abolished forever. I believe that 
it is the experience of every teacher, who uses the correct method : 
of breathing, that it is more difficult to convince a woman of the 
necessity for breathing-reform than to teach her the correct method 
of breathing. 
§ 17. The Vagueness ef Piysiological Terms the Cause of Confusion - 
0 00 88 Determining the Method of. Breathing. / 
i The medical profession. has, at all times. and everywhere, pro- 
~ nounced against collat-hone breathing; the dissenting voices are 
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few and of -but little weight. How can it be explained that in the 
. face of such overwhelming evidence, based not on speculation but 
_on stern physiological facts and experience, how can it be explained, 
Ï ask, that we find among vocalists (and I refer to a number whose 
standiüg in the profession ought to make their opinion worthy of 
nótice) those who advocate collar-bone breathing? This is the 
more puzzling, because I have never yet heard this peculiar pref- 
erence based or defended on physiological grounds, nor the op- 
posite opinion rejected by valid. arguments. I am inclined to think 
that this unnatural.state of affairs is caused not by ignorance of 
physiological facts on the. part of. singing-masters and singers, but 
rather by the confusion.of physiological terms: and the uncertainty 
. of their meaning, which; in many cases, may find support in geunieg 
and habit—the most obstinate enemies of truth. 

The advantages of a full chest, fully expanded in taking breath, 
are proverbial among vocalists; and I am not behind any one in ap- 
preciating its importance. The: more. closely the laws of vocal 
-acoustics are observed, the more reasons are found for developing a 
voluminous chest and for acquiring skill-in keeping the upper chest- 

_ ‘wall (as far-as is possible without causing distress) firm: to. the end 
of the breath in. singing, in order that the windpipe, which is the 
.resonance-box of. all chest-tones, may be supported by a solid wall. 
I suppose the preference of some teachers for collar-bone breathing 
is based on the fact that the clavicle must be raised. a little in-order 
to tnake room for the full expansion of the whole chest. To this I 
agree ; but I question the wisdom of accomplishing: it by laborious 
effort, especially when by it the-expansion of the lower half of. the 
chest-box is partially prevented. We must look at this method of 
breathing: as altogether. senseless, because the-collar-bone can be 
raised sufficiently without any extra effort, simply as the natural 
consequence of the raising of the ribs by the:action of the ‘inter- 
Gostal muscles, as has been amply proved. 
one can convince himself of this by the. following experi- 
Stand straight, with hands clasped on the small of the back; 
a full breath energetically, as it has been described, and be sure 
panty d the abdominal walls are pushed forward by the con- 
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traction of the diaphragm, but particularly that the upper chest is 
well expanded and, simultaneously, the lower part.of the abdomen 
slightly drawn in.. Do not lift the shoulders, but turn them slightly 
backward. Careful observation will reveal the fact that the collar- 
bone has been raised a little. How was it done? Let us consider 
that the clavicle crosses the first rib near its end on either side of 
the breast-bone. By taking a full breath the upper ribs are raised 
by the intercostal muscles and the first rib is of necessity pushed 
against the collar-bone,.which, in consequence, is forced upward a 
little, whether you intended to do so or not. This pushing up of 
the clavicular bone is an involuntary act, and no special muscle has 
done it. e fane us 
I believe that this passive ascending of the clavicle.in full breath 
has been misunderstood by some as clavicular breathing ;. and what 
is often so passionately defended as. clavicular or collar-bone breath- 
ing, if the fact were known, is nothing but.a full breath. The follow- 
‘ing circumstances have led me to think so: Clavicular breathing is . 
often añd' erroneously called‘ chest-breathing. The: term. chest 
means, of course, the whole chest and not merely the upper part of 
it; therefore, one acquainted with the meaning of physiological 
terms would identify chest-breathing with the full breath rather than 
with the clavicular method, by which the upper chest only is ex- 
panded and the lower ribs are drawn in. Costal breathing, ás an 
instance of this confusing of physiological facts,-is often described 
as a movement of the-*'sides of the chest," understanding them as 
left and right side. . The “sides of the chest" is a physiological term 
that means the whole circumference or the- entire walls of the chest, 
in contrast to the bottom or top of it. We need not add that this 
misunderstanding gives an entirely wrong impression of costal breath- 
ing. Otber vocalists, again, do not mention costal breathing at all, 
‘put distinguish only between diaphragmatic and. clavicular breath- 
ing or, as it.is more often called, the deep and the-high breathing, 
which leads/me to think that a portion of.the vocal.profession does 
not draw a line between costal and collar-bone breathing, but treats 
them as identical. This lack of précision in the meaning of physio- 
logical. tems is not confined: to-the vocal . profession; physiologists © 
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also are guilty of it in regard to. diaphragm-breathing, and I believe 
that. this has been the main cause of establishing among vocalists the 
erroneous notion about clavicular breathing. The foremost author- 
ities in the medical profession recommend diaphragm-breathing as 
the only correct and healthy method of taking breath in singing. 
: The; explanation given of it, however; and especially the wood-cuts 
representing the outlines of the body in both. male and female, 
-showing how the chest-box is expanded in what they term **dia- 
phragm-breathing,” prove conclusively that they mean the method 
of taking breath with the combined breathing-muscle action as just 
‘described, z. e., diaphragm and chest-breathing combined, with the 
-exclusion of the voluntary raising of the collar-bone, which, as the 
lines present it, is simply pushed up by the first rib. 

The medical authorities referred to are: Dr. Lennox Browne’s 
«Medica? Hints on the Production and Management of the Singing- 
Voice; ” Dr. F. Techmer's Phonetik; Dr. L. Mandl's * Hygiene of - 
‘the Voice; Dr. Whitfield Ward's * The Throat in its Relations to 
Singing; ;* Dr. R. T. Trall's * The Human Voice." More distinctly 
ate the lines drawn in Dr..J. Solis Cohen’s commendable little book, 
*"The Throat and the Voice.” Dr. G. J. Witkowski, and Dr. J. 
‘Henle, in’ his Anatomiz, do nat mention a word about different 
ethods of bréathing. This is a very significant fact. To them 
‘there are no methods of taking breath; to them breathing i is to take 
breath, and that means to expand the chest-box in all its dimensions 
by the agency of those muscle-groups that can. draw the whole lung- 
bag after them, namely, the diaphragm ánd the intercostal muscles. 
‘Dr. Paul Niemeyer furnishes, probably, the most striking illustra- . 
tion of the vagueness of physiological terms. In the first edition 
‘of his book Die Lunge (The Lungs”) he advocated deep or purely 
diaphragmatic: breathing. In the meantime he met the Turnlehrer 
.Lohmuller i in Cologne, who convinced him. that high breathing was 
e only salvation for man, But what is Herr Lohmiiller’s method ? 
ni his most i impeetant. breathing-exercise, as described in the third . 

; sve come to the conclusion that the 
onverted is the one which is advo- 
combined. action of thé breathing: 
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muscles. Still, in the second and third editions of his book, Dr. 
Niemeyer calls it clavicular or high breathing. 

Dr. Franz Bicking advocates the same method in his praiseworthy 
book Die Gymriastie des. Athmens: ('* Breathing-Gymnastics"). Yet 
in his anxiety lest he should impart' the idea that he meant only dia- 
phragmatic breathing and not the expansion of the upper chest also, 
he might lead a superficial reader to believe that he pleaded for the 
clavicular method, which he does. not: 

These are the reasons which lead me to think that clavicular 
breathing would have in reality very few adherents and defenders in 
the profession if physiological terms were correctly understood and 
applied. The prima donnas and all the female and male singers, to 
whom vanity is more than a good voice and health, will do many 
and more foolish things than lace so tightly that they are compelled 
to take breath violently by the clavicular method. But, of course, 
this proves nothing agtinst science and good sense, 


Breath ‘through Zhe Nostrils: 


ot mentioned any of the contents of the chest- 
anithe lungs. . There was no need to enter into any discus- 
sion ‘about the heart, ee if we use the most natural method of breath- 
ing with the combined breathing-muscle action, the heart can never 
suffer from violent jerks and spasms as it might in clavieular breath- 
ing. Our whole attention has: been occupied with the most perfect 
expansion of the lungs, and we have not even mentioned another 
occupant of the chest-box, “ the respiratory. tree,” as Dr. Witkowski 
calls the windpipe and its branches. As far as it is situated in the 
thoracic cavity in connection with the bronchial tubes, its functions 
in the respiratory apparatus are.altogether automatic and involuntary. 
‘We leave them, therefore, to. the physiologist. Outside the chest- 
box the highest part of the windpipe is the larynx and the highest 
part of the larynx is the vocal cords, which form the entrance into 
the windpipe as. well as the exit from the windpipe into the pharynx. 
The pharynx leads into two. channels, the mouth and the nasal tubes. 
The breath can: be taken: through. either, and. it is a very important 
question. whether it is immaterial which way we breathe, 
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Does nature give ho indication through which of the two channels 
she intended man should breathe? In our whole economy we 
notice that a wise Providence has set guards to all ways of com- 
munications. from the outer: world to the interior body, to keep us 
' from being harmed, Look, for instance, at the ear; in what an in- 
genious manner it is constructed for transmitting sound! Yet, in 
that same.design the most careful measures are provided for its pro- 
tection. The eye gives evidence of the same wonderful designer. 
But in the whole length and breadth of the channel through the 
mouth, pharynx or windpipe, are any provisions made to sift the air 
from foreign matter as dust and all kinds of impurities, with which 
the air is charged, especially on windy days? Nowhere, from the 
lips to the lowest end of the lungs, can we find the slightest attempt 
or disposition to’ prevent whatever dirt or other poisonous matter 
the air may be charged with from entering through the mouth and 
_ pharynx into the windpipe, and the lungs and the respiratory organs 
are left unprotected against all possible dangers and diseases ! 

Can the temperature of the air, as inhaled through the open mouth, 
harm. the respiratory organs? Certainly. It is an undisputed fact 
that inflammation of the pharynx or of the larynx is often caused 
by inhaling cold air through the mouth, and the danger is doubled 
when it is done during singing. Ask a person who has been breath- 
ing all night long through the mouth how he feels in the morning. 
He has a parched mouth and throat, nausea, headache, etc. Arenot 
these unmistakable signs that. he has used the most healthful function 
of his organism in an unnatural and wrang way? Can you believe 
that the infinitely wise Creator would have arranged in such a shift- 
less way the channels through which we ought to breathe the breath 
of life, that they must of necessity serve as the very importers and 
doors, of sickness. and death ? Impossible! It is only`man’s igno- 
tance that turns the greatest blessing into-destruction. . — , l : 
7 ‘Inthe functions of ‘the alimentary channel the windpipe and Jungs 

are well protected. ‘The, mouth, as, everybody knows, is not, only 
used as the resonance-cavity and the seat of the organs of articulate 
"language, but it.contains also the sense of taste and the instruments 


of mastication. ,. The. pharynx is, not, the, channel for air only, byt 
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also for food. There is a guard placed before the entrance to the 
windpipe called the epiglottis, which, like a trap, shuts itself instan- 
taneously and instinctively over that entrance the instant that, in the 
act of swallowing, it is approached by particles of food. In taking 
breath an arrangement is needed somewhere in the respiratory organs 
to sift and free the air from all foreign matter contained in it, and to 
warm it if it be too cold. In the mouth or pharynx we see no such 
arrangement, but the nostrils are exactly fitted for this service. They 
consist of two narrow, tortuous channels, covered with bristly hairs 
which act as filter or sieve to arrest the impurities, such as dust, etc., 
which the air may contain. These are thrown out again, either by 
the returning breath itself or by sneezing or blowing the nose. The 
second important office that the nostrils fill, is the warming of the air. 
In the long, narrow and winding channels of the nostrils all particles 
Of the air, as soon as they touch the blood-warm surface of the mucous 
membranes, and before they reach the pharynx, become warmi; or,. 
if the outer atmosphere be very cold, they are at least sufficiently 

” modified during the passage through the nostrils so that they will do 
no harm. ‘Thus-breathing through the nostrils is a safeguard against 
many pulmonary, bronchial and laryngeal troubles. 

This is a very important subject, as the hygiene of the voice de- ` 
pends largely upon the. correct observance of the laws of taking 
breath. I regret that the limits of these pages do not permit a full 
treatment of it: I recommend two books to be read and re-read 
not only by sir.gers and public speakers, but by parents and educa- 
tors of children: One is by Dr. Clinton Wagner, of New York, and 
is called ** Habitual Mouth Breathing;" the other bears the signifi- 
cant title **Shut Your Mouth," and is by George Catlin, the great 
English traveler. Be sure to read them attentively. 

Besides these important sanitary reasons, the singer or speaker has 
another reason for taking breath through the nostrils: He can fill 
his lungs more completely than by taking it. ‘through the mouth; 

: It is hardly necessary to call attention to the fact that breathing 
through thè nostrils, if not properly done, may cause a very ` dis- 

agreeable noise. Some years ago, a writer in Werner's Voice Maga- 
, siné said that breathing MI thé nostrils must be avoided by 
ò 
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singers (I suppose he meant tò include speakers also), because it 
could not be done without making a disagreeable noise! Is that so? 
No; indeed not, Everybody can easily learn to take a full breath 
energetically through the nostrils without making the slightest noise. 
The truth is, that nobody can take a full breath energetically through 
the mouth without making a most distressing noise; and,if breathing 
through the nostrils had no other advantage, it would be far prefer- 


. able to taking the breath through the mouth on account of the 


genteel and quiet way in which it can be performed. The critic 
just referred to apparently knew no difference between sniffing and 
breathing, between smelling and taking breath for voice-use. In 
the sniffing and smelling process we contract the nostrils; in taking 
a full breath we dilate them as widely as possible, thus breathing in- 
audibly as well as almost invisibly. Of this, more will be said in 
Section 21 in considering the short or quick breath. 


§ 19. Obstructed Nostrils. 


Why do the nostrils close; how do they become obstructed ? 
You will probably answer: By taking cold, or by catarrhal affections. 
Sometimes this may be the cause; but, as arule, the nostrils become 
blocked by breathing through the mouth. If we seek, therefore, 
for the best means of avoiding this trouble the answer is: Establish 
the habit of breathing through the nostrils, and they will always keep 
open. But suppose the nostrils are already obstructed; what is to 
be done? Open them! How? Go to the open window, If it 
is cold outside protect yourself well; press a finger against the side 
of the nose that is the most tightly closed and draw or sniff the air 
forcibly in and out through the opening of the other side. 'Then do 
the same ton the side that is most obstructed. Change from one side 
to the other till you-succeed in clearing both passages. This remedy 
will have the desired effect in ordinary cases. 

If the trouble is of a more serious nature, however, if one or both - 
nostrils are stopped up. by crusted layers of catarrhal secretions, the 
advice given above may fail to free the nasal passages. In such 
eases, apply carbolated vaseline on cotton, securely fastened by a 


screw to one end of a bent wire, such as is used by those throat- 
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physicians who have discarded brushes as hurtful and dangerous for 
making applications to the vocal ligaments. The carbolated vaseline 
should be inserted as far up and back of the nostrils as possible. 

But as very few persons have such an instrument, I give a simpler 
method: Lie flat on the back; put some carbolated vaseline on à 
finger of the right hand, if the right nostril is blocked; hold one 
finger of the left hand upon the left nostril so that no. air can pass 
through it. Put the vaseline into the right nostril and sniff it up 
powerfully; let the breath out through the mouth and sniff up 

again’ very powerfully. Repeat this and apply more vaseline till 

you succeed in getting air through the nostril. ‘Then reverse the 

process to open the other nostril, It is also helpful to rub the 

bridge of the nose and its immediate surroundings with vaseline. 

This remedy rarely fails. Suppose it does fail, what shall be done 
then? Do you expect me to say, go to a throat-specialist and let 

him attend to your case? All right; go if you wish to.. But T mean, 

what method. of breathing shall you use in case the air-passage 

through both nostrils is so impeded that you. cannot breathe through 

them, nor open them? In such extreme cases it is necessary to 

breathe through the mouth. In order to render it as safe as possible, 

‘draw the breath through a small opening of the lips, and keep the 

tongue firmly pressed against the gums of the upper teeth, so that 

the small stream of air can strike on it and get warmed by the time 

it touches the mucous mémbrane of the pharynx and larynx. 

How can one avoid mouth-breathing during sleep? Thé surest 
way is to tie a ribbon or a handkerchief under the chin and around 
the head before going to bed. During the day, be very careful to 
breathe through the nostrils, for habits acquired in daily life are 
not apt to be forgotten during sleep. Before going to sleep niake 
up your mind to keep the mouth shut tightly. A firm will and per 
severance will lead to success. l 


§ 20. The. TE Process of Respiration outside of- Singing and 
Speaking. 


Health ‘and good spirits are very important items to a singer and 
speaker. As both depend, in great measure, upon correct habits 
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of breathing, I believe it will not be out of place in these pages 
to take passing notice of the ordinary process of respiration. I 
-may be justly accused of having made many repetitions; still I 
think not unnecessary ones, considering the importance of the sub- 
ject. I repeat, therefore, what has just been stated, that the first and 
invariable‘rule for regular habits of breathing must be: Always take 
breath through the nostrils. 

‘The object of this paragraph is to learn what breathing-muscles 
should be used for the act of ordinary breathing. We meet here, 
as before, the old trouble of the distinctions made in regard to 
‘separate sets of muscles for different acts of breathing. This is 
sometimes.defended on the ground that the muscles get tired by the: 
uninterrupted pumping of air, therefore it seems natural to divide 
them into several gangs and let one gang work at a time so that the 
other sets of workmen, or rather working muscles, can rest in the 

nti This is.a very crude way of philosophizing. The con- 
_ tinual renewing of breath is the first work and condition of life from 
the first to the last glimmer of light that a human being sees. 

It was necessary that the muscles constituting the breathing- 
apparatus should. be so fashioned by the Creator and so arranged as- 
to. be able to stand this incessant work without the need of much 
- . $est. - This notion of a gang-system in breathing or of separate sets 
". ef muscles in order to take off one for rest while another is put 

‘on to work, will never accomplish the object it has in view; in 

fact, it will prove itself the most fatiguing manner of breathing. 

This is thé experience of every-day life. If a person’ keeps his 

‘body in ‘such a position that he is compelled to breathe, as it 
were, with one set of breathing-muscles only, he will before long 
feel obliged tò give his lungs a rest; bút how — by engaging. an- 
-@ther set of musclés ?- ‘No! - But by raising himself and putting 
hem .áll at work at once. This means taking a full breath and thus 
felief for his whole. system through a, plentiful supply of 

rour drowsiness, your headaches, your languid feeling are 
' your impétifect breathing; much of the carbonic poison 
very breath to. your veins, instead of bringing the requir 
óf oxyzen tothe blood. Sometimes nature forces you. . 
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against your will, to take a full breath. How? By that instinct 
which causes you to yawn. 

'This talk about the incessant and fatiguing work of the breathing- 
muscles and about their never getting any rest is, to say the least, 
moonshine. Jt is just this one-sided, imperfect way of breathing 
that is hurtful; but it does not hurt the breathing-muscles,—it tires. 
you, the whole body, especially your digestive organs; your head, 
your brain, your blood suffers. The least fatiguing.and healthiest 

‘mode of breathing—and I refer to the ordinary process of respira- 
tion—is to always take the breath with the whole breathing-apparatus. 
The method, how to do it, will be explained later. I wish now 
simply to convince you that you need not fear tiring the breathing- 

_ muscles in ordinary breathing; in spite of their incessant work they 

get all the rest they need. 

We must keep in mind that the actual working time of the breath- 
ing-muscles is only in the act of inhaling—the exhaling is rela: i 
and not work.. Exhaling ‘means rest for all the breathing-muscles. 
Moreover, a healthy person does not renew the breath in the quick 
succession that a:dog does on a sultry August day, but after each 
exhalation there is a little pause for rest. During sleep these pauses 
are much longer than in the wakeful state, and we come to the con- 
clusion that the breathing-muscles, take it all in all, have more than 
half a life-time for rest, which is a sufficient allowance. 

Hence we need not hesitate to lay down the following rule for 
ordinary breathing: Take breath with the combined muscle-action 
of the respiratory apparatus, which consists of the diaphragm and 
the intercostal muscles. as the principal actors. This, of course, 
does not mean that a full breath should always be taken; for if the 
breathing-muscles act together at each renewal of the breath in an 
easy and comfortable way,.the lungs will be properly ventilated ; and 
the elasticity of the lungs will be t kept vnimpaired if now and then 
a full breath is taken. 

We consider, therefore, the respiratory process as thé undivided 

and inseparably combined action of the breathing-muscles, which 
admits of only one distinction; namely, that of the degree of energy 

or force which is exercised to. expand the chest-box evenly in all its 


* 
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dimensions, This degree of expanding the chest is the measure of 
filling the lungs at each renewal of breath. The lungs are the gauger 
for the whole system. If the brain is tired and refuses to work, in- 
crease at once the activity of the lungs. The increased amount of 
oxygen which is thus carried through the blood to the brain will 
soon show its healthy influence. If the will-power and energy are 
relaxed, increase the number as well as the fulness of the inspira- 
tions; you will soon feel a wonderful change. 

The Habit of Stooping Causes Dulness of the Brain, and Impover- 
ishes the Blood —I would call the attention of clergymen, lawyers. 
and students in general to this important subject. You have been 
sitting for an hour, unnaturally stooping over your desk. Your 
breathing has been very imperfect all this time. Your work begins. 
to drag; your thoughts do not come readily; your brain refuses to 
work, You put both elbows on the table, shut your eyes, bury your 
forehead in your hands and stoop still lower. There is no light 
upon your argument. Now, my friend, do not you notice that your 
room is poorly ventilated and that your breathing is insufficient ? 
For a whole hour you have not had enough fuel for your brain; this 
is the reason of your brain’s failure. Get up, open the windows, 
take a full breath several times in succession and blow it out in the 
way which, in Section 33,.is described as the second breathing- 
gymnastic, and, returning to your desk, sit up straight, always take 
a good breath, and you will find that you can write your sermon or 
your brief in half the time that it would take if you stoop over your 
’. desk and breathe incorrectly and insufficiently. x 

I take this occasion to warn people against the habic of stooping, 
as it is particularly injurious to health. I believe there is nothing 
that weakens the lungs, impoverishes the blood, impairs digestion 
and enfeebles the brain as does stooping. Break yourself of it, 
and add many years to your life, Walk every day at stated times 

as described in Position II. (see Fig. 4) and take full breaths. 
Practice at first a short time, and gradually increase the amount of 
exercise. The beginning may be hard, but you must conquer! 

By Controlling your Breath you can learn to Control Sleep.—This 
influence o of the lungs over the brain is potential i in still another and,, 
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in fact, the reverse of the way mentioned above. Sleeplessness, as 
a rule, results from the brain being too active; but this is, however, 
not the primary cause. The real reason is because you are breathing 
too energetically. Before you went to bed you became drowsy, 
perhaps on account of imperfect respiration in stooping over a book. 
Now you are lying down stretched out, and your lungs embrace the 
opportunity to take plenty of fresh oxygen and fill your delighted 
brain with it. 'This may often be the cause of insomnia, Reduce 
your breathing; breathe gently and as infrequently as possible. It 
will not be long before you will breathe yourself asleep. 


§ 21. Zhe Short or Quick Taking of Breath. 


Composers of songs should take care to arrange convenient 
places for singers, so that they may renew their breath comfortably, 
and fill the lungs without too much haste. Yet this cannot always 
be done.. For the sake of the music, a composer cannot put a rest 
whenever a bréath is to be taken, and a singer is not allowed the 
es of deliberately appropriating sufficient time to take a long 

reath where the composer made no allowance for it. Many times 
the singer has to take breath very quickly when there is either no 
rest in the music or only a very short one. Also in speaking, a 
short breath has to be taken many times. It, would sound unpleas- 
antly and appear very disagreeable to retard by a long breath words 
that require a rapid and unbroken utterance. 

It is generally believed impossible to take a short breath through 
the nostrils; at least not in sufficient quantity to be of any use. 
Experience has shown that this isnot so. Before showing how this 
can be done, it must be pointed out that the quick taking of the 
breath through the mouth is more dangerous to the respiratory 
organs than slow mouth-breathing. The reason is obvious, for 
whatever poisonous and other foreign matter the air may be charged 
with is thrown in a-more dangerous way into the lungs by a violent 
and quick inhaling through the mouth than by any other process; 
also the difference in temperature will do more harm, not to speak 
of the unpleasant noise which is caused by rapid mouth-breathing. 
To avoid" this, it has been often advised to 0 keep the fauces wide 
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apart, and to open the vocal cords as much as possible. This would 
slightly mitigate one of the unpleasant features, but no advice is 
worth taking that, by avoiding one evil, will cause.other and worse 
troubles; for the wider the air-passage is opened in quick breathing 
through the mouth, the more dangerous it becomes to the lungs 
from a sanitary point of view, Another difficulty with quick breath- 
ing through the mouth is that the air, thus violently thrown into 
the lungs, cannot be easily controlled, and I have always noticed 
that in the same proportion of force and swiftness with which the 
air is inhaled through the mouth, it is exhaled again. We must, 
therefore, reject all taking of breath through the mouth. 
. The following I have found to be the most effectual method of 
quick breath taking, namely, with the utmost speed, but quietly | 
through the nostrils, keeping the mouth open. Some think that it is . 
impossible to catch a breath swiftly and quietly through the nostrils, 
keeping the mouth open. : There is no use of theoretically sun 
this matter. A large number of my pupils can practically demon 
strate that it is possible to take almost a full breath with the combined 
breathing-muscles through the nostrils entirely inaudibly, in no more 
time than is taken to: wink. It is also stated above, that this should 
be done with the mouth open, but that no air should be admitted 
through it. This is simply to save time, for no matter how quickly 
the act is done, it will take a litile while to shut the mouth after the 
tone is interrupted for the refilling of the lungs, and then to open it 
again for the following tone. We ought not to call this over-care 
for details, for when so little time can be taken for the renewing of 
breath, the smallest gain of time means gain of breath. 

It must be admitted that it takes considerable practice to acquire 
the skill necessary for this. method of taking a short breath. This, 
howéver, cannot be accepted as an argument against it, for if every- 
thing that needs much work should be rejected in the cultivating of 
the voice, there would be not one cultivated singer. The arduous 

labors required for the cultivating of the voice account to a great 
extent for the comparatively. few. great singers produced from the 
itude of students. - In mentioning this subject, I may be pér- 
à to add that this disproportion i is not peculiar to our bwn times, | 
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but that it has always been so. Musical history shows the unmistak- 
able fact that lack of application and want of talent are the principal 
causes of the scarcity of great singers. If talented and industrious 
pupils fail, we are forced to the conclusion that poor teachers have 
ruined their voices, l 

In the chapter treating upon breathing-gymnastics we shall learn 
how this method of quick breath-taking is to be practised. 
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CHAPTER V. 


———— 


‘THE ACT OF EXPIRATION DURING SINGING. 





We know that the inhaling of air is made possible by the expan- 
sion of the thorax and by the contraction of certain muscles. After 
this influence ceases, the abdominal walls, the chest and the lungs, 
on account of their elasticity, return to their position of rest; or, as 
Dr. Hermann expresses it, ** The elasticity of the lungs causes the 
diaphragm to rise and the walls of the thorax to return, and the 
elasticity of the rib-cartilages draws the ribs down again."* In 
ordinary breathing the relaxation follows immediately after the 
expansion; or, in other words, as soon as the air is inhaled it is 
expelled. We shall soon see if this should always be so from a 
hygienic standpoint. 

Before singing or speaking the air must, of course, not only not be 
first exhaled, but every precaution should be taken to keep all the 
air that has been inhaled. This is done by shutting the doors of 
the lungs—the vocal cords—as. soon as the lungs are filled. This 
traditional rule of the old singing-masters is the first part of the pró: 
cess of relaxing the lungs in singing and speaking. 


$22. Retain the Breath a Little While. 


We know the importance of finding a method which shall enable 
us to inhale the largest amount of air with the smallest outlay of 
labor. . The full breath, with the combined action of the breathing- 
muscles, has been found to accomplish all that a human being is 
capable of. But of what good will it be if a considerable part of the 


‘air inhaled is. wasted before a tone is produced ? No matter how 


little time a singer needs to set the vocal cords in vibes: he can- 
* Dr. L. Hermann" s Physiologie. ea 
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not prevent a portion of the air from escaping if he does not lock it 
safely in the lungs the moment they are filled. The injunction to 
every singer for renewing the breath is: Shut the vocal cords as soon 
as the air is inhaled. This will prevent any air from being wasted, 
and will also at once prepare the abdominal muscles, and especially 
the upper chest-muscles, for the important work they have to per- 
form during the emission of sound. 

*  Retain the breath a little while? is the advice given at the head- 
ing of this section. How long?  Theré is no necessity of being 
over-anxious about the exact length of time of retaining the breath 
after inhalation and before producing atone. It depends entirely 
upon circumstances, If there is but little time for the renewing of 
the air, or if the singer has inadvertently waited too long to use an 
opportune rest, the air can be retained only during a fraction of a 
second. It is a very bad habit to postpone taking breath to the last 
moment before the next note is to be sung. At the beginning of a 
song or of a new verse, and at every rest of sufficient duration, the 
singer should make use of the opportunity to take air a couple of 
seconds or more ahead of the tone, and then retain it till the time 
of singing. 

‘“ Retain the breath a little while.” Thissometimes proves a very 
healthy practice, not only for the singer but for every person. I 
believe it is Dr. Niemeyer who considers it a sign of a healthy, 
strong person to be able to renew the air at least sixteen times in 
one minute, Others say eighteen times, even. "This is undoubtedly 
true. Dr. Niemeyer, on the testimony of learned physicians both 
of the classic ages of Greece and Rome and also of his own time, 
advocates frequent holding of the breath, after a full inspiration, as 
necessary to keep the lungs, the blood, the nerves, and the digestive 
organs in a healthy condition. He compares the taking and hold- 
ing of a full breath to the opening of the doors and windows of a 
house for the purpose of ventilation. ‘By taking a full breath we 
inhale a large quantity of oxygen, and by retaining it awhile we 
agitate and purify the large air-mass which always remains in the 
lungs. - -On exhaling, we expel the carbonic acid and vapors, in a 
word, all the breath-excrements ‘in as thorough a manner as if we 
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had taken a purgative."* I also agree with him that the holding of 
the breath is a partial remedy for an offensive breath. Many persons 
think that the unpleasant odor exhaled through the mouth comes 
from the stomach. This is true only if gases are expelled from it, 
otherwise no odor can arise from the stomach. Sometimes such dis- 
agreeable smells have their origin in decayed or unclean teeth, 
catarrhal affections or ulcers.in the pharynx; but I refer only to 
what is called an offensive breath. This comes from the lungs, and 
is not a symptom that the lungs are diseased. Primarily, the lungs 
are an excretory organ, ‘The respiratory process sends the blood. 
„coursing through the whole body, and during its journey it collects, 
from head to foot, all the poisonous gases and carries them to the 
lungs. .All excrements have a disagreeable smell that may be 
increased by certain kinds of food. Some persons aré able to per- 
ceive different odors in their perspiration according to what they. 
have eaten. 
When we:consider that by imperfect breathing we iwá: retain a : 
large quantity of air in the lungs which must become devitalized’ 
and impure, and when we also consider the character of the natural. 
odor of the blood-excrements discharged through the lungs, we shall. 
then understand where a bad-smelling breath chiefly comes from— . 
from the lungs. 4A pérson may ascertain what kinds of food give; 
his breath an offénsive odor. Generally, they are vegetables and. 
fruits; One remedy is to refrain from eating them; another and a: 
. better remedy is the holding of the breath for a short time after à 
. full inhalation, just as opening the doors and Niudows wil drive 
away bad smells from a house. 
Thé benefits to a person's entire system, derived from taking and: 
retaining à full breath, are greater than those that can be obtained: 
. from the éntire contents of a drug store. The omitting of this. 
. remedy is, probably, the cause of most of the. affections that have 
jeit e ‘in the blood, the nerves, the lungs and: the digestive, 
How easy, then, it is to keep well! However, the follow-. 
bee ‘this advice requires. the putting forth of a little energy. 1. 
t, take. a. deep breath, occasionally hold it in the. lungs and: 


o * *Dr. Paul Niemeyer, Die Lunge. 


ACT OF EXPIRATION DURING SINGING. 6x 


keep healthy, as under this condition the hygienic functions will be 

properly maintained. Of coursé, rio good will result from retaining 
the breath if the air is foul; but in the open air, and especially on 

salt water or in a pine forest, it will be found very beneficial. ` 


8 23. . Zhe Larynx: and the Vocal Ligaments are Controlled Auto- 
maticaliy by the Breathing-Muscles. 


The vocal ligaments are the only door to the windpipe, and the 
windpipe is the only channel leading to the lungs. Shut the vocal 
cords and the air cannot escape from the lungs. How are the vocal 
cords shut? By taking a: breath; and holding the chest and abdo- 
men rigid, the vocal ligaments. close air-tight and the breath is 
retained. After you have taken a full breath with the combined, 
breathing-muscles, by watching closely ‘the action of the muscles 
. of the upper chest, you can easily feel an outward pressure there, 
especially at the sides of the chest-bone; also an inward and upward 
„pressure at the lower part of the abdomen, stronger at the sides than . 
in the middle: :. If the throat be kept in à normal position, no strain 
ought to: be felt there, Some strain their throat with every unusual 
action of the breathing-muscies, but bad habits: have nothing to do 
with our argument. 

' Let us make another experiment—examine. the M! ligaments 
with the laryngoscope. The subject should take a full breath very 
slowly. What do we see? As soon as the breathirig-muscles begin 
to expand, the vocal cords open with the same degree of slowness 
as the breath is inhaled, till finally, when the breathing-muscles are 
fully expanded, the cords are also opened as widely as possible. If 
I tell the subject to take a very full breath as quickly as possible, 
what do we see? The vocal ligaments open instantly very wide. I 
then ask the person to take a full breath, hold it, and then Jet it out 
very gradually by the expiratory process, soon to be explained. We 
notice that the vocal ligaments seem tense, and the ait escapes 
through 4 very small aperture. AS we watch, I tell the subject to 
let the breath out more quickly ; ; immediately the vocal bands be- 
come less ténse, arid the opening between them widens in propor- 
tion to. the rapidity with which the as relax. What caused the 
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difference in the TA of the vocal ligaments? My answer is: 
The muscles, whose action causes the lungs to: relax slowly or 


‘quickly, exercise. also, automatically, a controlling influence over 


the tension of the vocal ligaments and the economizing of the 
breath. I may add that the above-mentioned outward pressure of 
the upper chest, and’ inward and upward action of the lower ab- 
dominal muscles, are the principal agents in this process. 

Still another experiment is: Put two fingers upon the outside of 
your throat, right across the larynx; take a breath and exhale it; 
take a deeper breath and again exhale, and so on. What do your 


. fingers reveal? You notice that when you inhale, the larynx sinks a 


little; when you retain the breath it remains stationary at the low 
point; when you exhale it rises again. What muscle-power causes 
these movements of the larynx? I answer as before—the breathing- 
muscles. You can readily prove that this influence is entirely auto- 
matic, Take a breath and try to prevent the larynx from going 
down. No matter how much will-power you have, you cannot do 
it. No physiologist need make the objection that such and such 
muscles in the larynx and throat cause the vocal ligaments to be 
stretched, or the larynx to be depressed or raised. All I have to 
reply is, that I agree to it, but insist that the breathing-muscles are 
the motor-power that causes them to perform the functions just 


‘described. I even go so far as to assert that it is impossible for a 


human being to put the vocal ligaments into any action unless the 
breathing-muscles are put into operation first. 

-To return to our first experiment. After the subject has taken a 
full breath, I ask him to hold it, We know that the vocal ligaments 
are closed air-tight the moment the expanded breathing-muscles are 
held firm. I now tell him to open the vocal cords and still keep the ` 
breathing-muscles and the, lungs from relaxing; -it is impossible ! 
No power within control of a man’s will can open the'cords ; but at 


-the slightest relaxation of the breathing-muscles and lungs.they open 


immediately, and as long as these muscles relax, it would: be impos- 
sible to close the cords without first arresting the relaxation of the 


"reathing-muscles. "his proves their ability to control the vocal 
. €ords automatically. 
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Let us make another experiment for further illustration. Utter 


several times in succession, in one breath, the vowels aa—ee loudly; 


také a fresh breath and speak the vowels 4—2 in the same way. In 
the first instance, you notice that on ee the larynx rises, in the second 
example on 2 the larynx falls very perceptibly. When you give the 
same. exercise, without voice, in a. whisper, the movements of the 
larynx will be exactly the same. But if you try to make the move- 
ments without letting any breath escape, simply picturing to your 
mind the vowels, and letting the mouth and tongue act alone, the 
larynx may show that it is slightly influenced by the movements of the 
jaw and tongue, but it will move neither up nor down except you 
. force other muscles into play, which have nothing whatever to do in 
breathing. If you let the breath escape in a whisper, the larynx will 
at once.make the movements that it is wont to make for the produc- 
tion of a dark or a bright vowel. 

Who, in the face of these facts, can deny that the process of ex- 
piration, if rightly performed, exercises an automatic influence. over 
the vocal cords and. the larynx-movements? A flippant critic 
endeavored, not long ago, to throw these unanswerable arguments 

overboard by:the wise assertion: “ It is the breath ånd not the 
breathing-muscles that exercises this influence,” What the breath: 
can do by itself, if the breathing-muscles do not manipulate it as the 
hand of the violin-player handles the bow, we can easily see by 
watching the breath when the breathing-muscles relax all at once. 
The lungs relax, the breath rushes out, and the larynx and vocal 
ligaments return at once to a condition of repose, ` 


§ 24. The Method of Relaxing the Lungs during Singing. 

It is very singular that, in the many books which have been written 
about breathing, the act of inhalation is more or less correctly and 
minutely described, but the important act of expiration is almost 
always passed over in silence. Only occasionally do we come 
across an author who calls attention to it. For instance, Dr. Len- 
nox Browne says: “ Each day I live I am more than ever convinced 
that the method of zyspiration—but more particularly the economy 


of expiration—is of the first importance in the production of all vocal. 


a 


- 
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tone, and that faults in the method of breath-taking and breath- 
emission are at tlié root of nine-tenths of the throat-diseases of 
singers and speakers which come under my notice."* The same 
author has attached equal importance to the act of exhaling in his 
* book, * Medical Hints on the Production and Management of the 
Singing-Voice,” but no practice, no theory is advanced. Emil 
Behnke, the great lecturer upon vocal physiology, also mentions 
vety prominently the important agency of the exhaling action in his 
work, “The Mechanism of the Human Voice" but again without 
entering into particulars. Dr. Merkel} is the only physiologist who 
has approached this subject in a specific way, and endeavored to 
give the singer some advice how to relax the breathing-muscles 
in singing, devoting two pages to it. 
` The other physiologists do not even give as much as a hint that 
thé singer should pay any attention to the manner of relaxation, as 
if it could be left to chance! We need not wonder at this over- 
sight, for the physiologist is no singer, and the most thorough 
specialist of anatomical science cannot receive the slightest knowl- 
edge of relaxing the breathing-muscles in singing from his anatomi- ` 
cal books or from hbis dissecting-table. ‘The vocalist, who is in the 
habit of establishing his theory and system from his own practice, 
and judging it by its practical results in others, ought to be able to 
give more valuable advice on this point than the medical profession. 
. Oskar Guttmannf is a vocal teacher who has advanced a system 
of relaxing the lungs gradually. I refer to him with a deep sense of 
acknowledgment, for his system of exhalation served, to some extent, 
as a stepping-stone to mine. The very fact that I did not accept 
his method as my own (for the reader already knows that I avail 
myself of others’ teachings and give them due credit), shows that D 
found his system wanting in very essential points. 
` I believe that he gives too much prominence to abdominal expan- 
‘gion’ in ##spiration, . and, in consequence, lets the abdominal muscles 
‘exercise too much pressure against the.air-column during expiration, 
h mars the beauty and richness of the tone, Then, again, he 
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does not sufficiently emphasize the necessity of the ample expansion 
of the upper chest during inhaling, and, consequéntly, loses sight of 
the momentous work which the upper chest-muscles have to perform 
in controlling the abdominal walls and the diaphragm in the process 
of slow relaxation of the lungs. Neither can I agree with him in 


giving breathing-gymnastics for all distinct and separate methods— . 


the clavictilar, costal and diaphragmatic breathing, and yet do so 
little to develop that ample- expansion of the upper chest that is 
needed in singing. In my full-breath gymnastics, with the com- 
bined action of the breathing-muscles, all muscles are practiced and 
developed in the matiner in which they can be used to the greatest 
advantage in singing and speaking. Separate, local muscle-practice 
will do little or no good, but rather tends to induce bad habits. 


The more thoughtful study that is given to the relaxing of the. 


lungs and to the important work which the entire breathing-appa- 
ratus has to perform in order to control it the most effectually, the 
greater is the surprise felt, that, up to 1883 (as far as I know), there 
are only three authors who have paid attention to the details of this 
subject. Two.of these authors are Dr. Merkel and Oskar Guttmann, 
neither of whom, however, half covers the field; the third is the 
author of this book, who, in the first edition, did justice to the sub- 
ject, and in this edition treats it both practically and exhaustively. 
Toward the close of 1883, a largé and important book was pub- 
lished in London under the joint authorship of Dr. Lennox Browne 
and Emil Behnke, with the title, ** Voice, Song and Speech.” The 
authors of this great work have treated the question of expiration in 
a direct and practical way, though they have not paid as much atten- 
tion to the subject as it deserves. They dò me the honor of adopt- 
ing the fundamental and general principle of exhalation, as I have 
already presented it in my articles in Werner's Voice Magazine and 


in the first edition of this book, namely, that the “large and power: , 


ful muscles of the ches? are clearly made to regulate expiration.” 

` They add, however, “as well as sspiration.” For my part, I can- 
not see in what way the chest-muscles can bė made to regulate in- 

. spiration, because that is the specific work of thè diaphragm. This 
pòsition o ‘Dr. Browne and Mr. Behnke is the more surprising, as 
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their system of taking breath excludes the “raising” of the upper 
chest, and, simultaríéously with it, the final though slight drawing-in 
of the lower abdomen. I believe that these two writers are in the 
same dilemma that so many are, hemmed in by physiological names 
and expressions which are often applied and understood in different 
ways, as has been shown.in Section 17. It seems to me as if they 
considered * raising the chest" and “‘raising the shoulders” as ex- 
pressions meaning the same thing. Raising the shoulders is an 
abominable. practice of high breathing (see Section 12); but the 
raising of the chest without the aid of the heavy shoulder-raising— 
that means the expansion of the whole. chest, lower and upper—is 
an entirely different thing (compare Section 15). 

I do not see why the expressions “ raising " and ** expanding" the 
upper chest should not mean one and the same thing. I purposely 
Say ** expanding " the upper chest, knowing that by using the word 
raising” many would misunderstand me and think that I meant 
raising it by lifting the shoulders. Messrs. Browne and Behnke also: 
use two of my breathing-exercises, Ex. IFI.and Ex.IX, I feel greatly 
encouraged by this concurrence of our opinions upon ground which 
I occupied apparently alone and on which I at first came out pub- 
licly with hesitation. Not less do I appreciate the fact that the joint 
authors refer to my book in very complimentary terms on page 4, 
and use a long extract, with credit, from my first edition, Also, on 
page 203 they corroborate a statement by a quotation from my book, 


-ànd express sentiments of appreciation, for which I feel much 


indebted. 

- I will now explain my system of relaxing the lungs during singing. 
The student should always bear ‘in mind this axiom: Zhe elasticity. 
of the lungs not only makes. theit expansion or inflation possible, but also 
expels the air in thei? endeavor to return to a condition of repose. In. 
ordinary respiration this relaxation takes place immediately after tne 
inflation, and:all at once. But in singing and speaking this return 
action of the lungs must be retarded ; the slower this is done, the slower 
will the air escape from the lungs and the more control will be gained 
over the tone. The question at once presents itself: How, can this. 
be-accomplished ? Instructions for speakers will be given in Chapter 
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VI. At present our attention is occupied by the method of exhaling 
during singing. The singer should compreliénd and be able to 
direct at will three things during the emission of sound: 

(a) To hold the upper chest firm and always exert more or less ^ 
outward pressure of the‘upper chest during the emission of sound; 

(4) As an antagonistic action to this, to exert a strong inward and 
upward pressure of the lower part of the abdomen ;, and, finally, 

(c) The throat, neck and all.parts surrounding the resonance- 
cavities of the mouth and pharynx should be kept perfectly elastic 
without the least strain, for, as has already been stated, the tension 
of the vocal ligaments must be managed only automatically by the 
process described in æ and 7. "These three ponts will now be con- 
sidered. 

(a) Hold the Upper Chest Fm i not this rule a contradiction 
ot the principle established in the beginning of Ghapter V., that the 
exhaling of air is possible only by the relaxation of the very muscles 
which caused the expansion ot the whole thorax? If we hold the 
upper chest firm, is not all the air that was inhaled by the co-opera- 
tion of the upper intercostal muscles retained in the lungs? This 
objection was once made by a pupil. I wish that everyone was as 
thorough a student and thinker. The objection is well taken; but 
it falls when we understand what kind of process the muscles have 
to perform under 4, That work will amply make up for what we 
might keep locked up by holding the chest firm. 

There is a twofold reason for holding the chest firm: First, the 
acoustics of the voice, as has already been hinted. During the 
emission of chest-tones the vibrations of the vocal ligaments cause 
the air-column in the windpipe to vibrate, which makes the tones 
fuller and richer. If the windpipe can rest against a solid chest- 
wall, the tones will be rounder. Close observation of many cases 
has also proved conclusively that, if the upper chest has either not 
been sufficiently expanded in the.act of inspiration (as would always 
be the case in purely diaphragmatic breathing), or if it has been per- 
mitted to relax immediately during the production of sound (which 
cannot be avoided in clavicular breathing), the windpipe loses the 
support it derives from a firm chest-wall, will become unsteady, and 
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the tone will sound a little uncertain and lacking in fulness. The 
other reason is that ‘without the assistance of the upper chest-pres- 


sure, the process of exhaling, in my system of tone-production in 


singing, could not be carried out. , 

(8) The Strong Inward and Upward Pressure of the Lower Abdomi- 
nal Walls. —1 will once more warn the student against the idea 
that in singing the air must be forced out of the lungs by a pres- 
sure exercised by tlie muscles that constitute the so-called * abdomi- 
nal press," as water is expelled from a syringe by the force of the 
piston-pressure, Dr. Henle, as quoted, uses the sucking action, 
that charges the pump with water, very aptly as an illustration of 
the physical laws that govern the manner in which the lungs are 
filled with air. But there the comparison ceases, for in exhaling 
the pressure exercised is not directed immediately against the air 
inhaled, but against the elasticity of the lungs and breathing-muscles 
in a way to make them retain the air or, rather, to retard the 
elasticity of the lungs so that the air is exhaled as slowly as 
possible, but not forced out. a 

Let the student take a full breath and retain it a while. I ask 
him to notice that he will feel not only a strong pressure outward, as. 
it were, in the upper chest, but also another and antagonistic pres- 
sure —a stringent feeling in the lower abdominal walls. Mark well 
these two points: The outward pressure of the upper chest must be 
maintained all the time, and the abdominal walls are gradually drawn 
in aid upward in proportion as the air is emitted, till, finally, the 
whole abdomen, as well as the diaphragm-region, is drawn in. .By 
this time the air will be exhausted and exhaled. When, in singing, - 
one tone has to be increased in strength (crescendo), or when a 
series of tones has to be executed with a continuous crescendo, the 
outward pressure of the upper chest must be increased and the strin- 
gent action of the lower abdominal muscles must be more apparent. 
This may sound strangely to many; and if may be to many a diffi- 


‘cult task to accomplish. In this, a8 in other branches of voice- 


culture, there is a great difference im persons. What is easy for one 
is difficult for another, But I know of mo cáse in which total 


S failure ‘may be expected. By perseverance every student, man or. 
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woman, can accomplish it. By it the management of the voice is 


only questions of a little time. The practice of this breath-control 


is done with Ex. XI., p. 95. 

(c) Zension or Stretching of the Vocal Ligaments.—I must correct 
here a very common error, from which I was not free myself some 
years ago, viz., that the control of the breath depends, at least to 
some extent, upon the degree of tension of the vocal ligaments, 
But, in the course of my studies and experience, I.became con- 


vinced that this is not so. I have absolutely no doubt that breath © 


is controlled only by the muscle-action-of the breathing-apparatus 
as described just previously under a and 4. The stretching of the 
ligaments serves an entirely different purpose, 

The breath must be exhaled in such a well controlled and directed 
manner that by its automatic influence the vocal cords are stretched 
and set into vibrations sufficient in number and size for the pitch 
and strength of tone. This is possible only if the direct will-power 
action is. kept out of the throat altogether, and the air is managed 
entirely by that process which is described in the two General Rules. 
All the thinking. and all will-power action must be concentrated 
upon the muscular action considered under ¢ and 4. To be more 
explicit and avoid misunderstanding, I will add that the intrinsic 
laryngeal muscles are the ones which must be automatically influ- 
enced, to cause the tension, and all the extrinsic muscles of the 
thtoat kept out of the action, for they would only interfere with the 
correct tension instead of helping it. 

Unhappily there is a widespread prejudice in the vocal profession 
against this theory, and it is very hàrd to convince singers that the 
cramping of the throat spoils the musical qualities of the voice and 
ruins the healthy condition of the throat; it causes inflammation 
and relaxation of the vocal ligaments which makes it absolutely 
impossible to liave theni. meet at all with sufficient tension. The 
tension of the vocal ligatien practiced with Ex. XI., p. 95. 

When I first came East, 1.did.not hear of ajsingle teacher who 

did not use à method ind € tó more or less stiffening of the 
throat. My System of. relaxe à "throat and. breathing gymnastics 
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was ‘ridiculed.’ Now, at the time of editing the fifth edition of 
this book, after a little more than a quarter of a century, I find 
hardly any advocates of the cramped throat system; the great 
majority of teachers in New York are convinced of the importance 
of the relaxed condition of the extrinsic throat muscles. This book 
has surely done missionary work of no small value. 


§ 25. General Rule for Taking and Managing the Breath during 
f Singing. 


To summarize the principal points of my breathing-system in a 


short, general rule to which I can refer the student, when necessary, 


in the practice of the breathing-gymnastics : 

ri, Take breath with considerable energy through the dilated 
nostrils,* contracting the diaphragm downward, thus beginning by 
expanding the region of the.waist, and at the same instance feel a 
slight expansion of the whole breathing-apparatus from the collar- 
bone to the lowest point of the abdomen, and continue taking in 
air, expanding uniformly the whole circumference of the trunk in a 
complete oneness of action, and at the last moment, without over- 
charging the lungs with air, by raising the ribs push up the collar- 
bone, drawing the shoulders slightly backward and pulling the 
lowest part of the abdomen slightly inward. 

2. Hold the breath a little while. 

3. As you let the breath (or sound) escape very slowly, hold the 
chest firm to the end; and, by a stringent, antagonistic action of the 
lower abdominal muscles, press the lower part of the abdomen 
inward and upward very gradually, inch by inch, and finally draw ih 
slightly even the diaphragm-region, until all the breath, as far as it 
can be used, is exhausted, and then allow the chest and the 
abdomen to return at once to their former condition of repose. 


*In exercising tliis, assume the Third Position (Fig. s, p. 84), and when holding the breath, 
assume the Fourth Position (ig. 6, p. 85) for the expiration. o 


à * 
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CHAPTER VI 





THE METHOD OF TAKING. AND CONTROLLING THE BREATH 
IN SPEAKING AND IN LIGHT SINGING. 





As far as the taking of breath— both the full and the quick . 


breath —is concerned, it is not necessary to say more than this: 
It is exactly the same as in singing. If a difference might be men- 
tioned at all, it is one of the degree of expansion, The advice, 


* Hold the breath a little while," isalso of special importance here, ' 


‘because, in speaking, it has to be done not only after renewing the 
breath but very fréquently between words and fractions of a 
sentence. À 


§ 26. The Method of Relaxing the Diaphragm and the Tee 
during Speaking. n 

In the former editions of this book, though the method has been 
correctly described and éxplained, it seems that not sufficient atten- 
tion has been called to one point, viz., that the diaphragm is active 
only during the act of inspiration, but during expiration it is passive, 
it relaxes. In singing and in speaking, this relaxation of the dia- 
phragm must be very gradual, because upon it depends the gradual 

relaxation of the lungs and the control of the air, and this whole 

process is governed, let us repeat it once more, by the two antag- 
onistic actions, the firm hold of the chest and the stringent action 
similar to an inward and uve pressing of the lower abdominal 
walls. ' 

Now I ask, which are the points of difference in the ‘process of 
expiration in speaking from: that in singing? 

The first i is that not such a Jarge sustaining power of the breath 
-and voice is required as in singing and, therefore, it is not necessary 
to hold the whole chest firm ‘but only the lower part as indicated 
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by the position of the hands in Fig. 7, p. 86, immediately below the 
end of the chest-bone. For the practice of this serves Ex. XIII., 
p. 96. 

The second point of difference is in the phrasing. In singing, the 
phrases are indicated, as a rule, by the renewing of the breath; in 
speaking more often by holding it a little while and then again 
exhaling a portion sufficient for the next phrase, while the lower 
abdominal wall is drawn inward a little further, and this is repeated 
as often as the rules of phrasing and the duration of the breath 
-demand, This is understood easiest by doing Ex. XIIL, in four or 
five sections or fragments, each time letting a portion of air out for 
the length of two seconds and then holding it for one second, thus 
spending from twelve to fifteen seconds for the exercise. This 
gives a good, practical insight into the process of ordinary, quiet 
talking ; but, of course, in talking, the length of each fragment of 
the escaping air and the repeated holding of it between the fragments 
has to be governed not by the second-dial of a watch but by 
sentiment. 

The ¢hird point of difference is in the accentuation. This refers 
to the muscular action’ of the so-called “explosives” in speech. 
The air is thrown out forcibly by means: of the abdominal. press 
action in this way: The lower chest-wall immediately below the 
end of the chest-bone gives a strong push outward and simultane- 
ously the lowest part of the abdominal wall is pulled or jerked 
inward and upward, At every successive push of the lower chest- 
wall the abdominal wall is drawn in more and more, and this is 
repeated as many times as can be done conveniently in one breath, 
This i$ practiced with Ex, XIV., p. 96. 

It may be remarked here that the outward push of the lower 
chest-wall does not interfere with its continued, even and firm hold 
during expiration. It is also. important to notice that this firm hold: 
as well as the outward push is felt almost. equally strong around the . 
whole ‘circumference of the chest, at the sides and especially at the 
back: "Also the pulling or jerking ‘action of the’ lower abdominal 
walls i is, felt a meong at the lowest part of the. back, diag- 
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§ 27. General Rule for Taking and Managing the Breath 

during Speaking. 

i. Take breath. with considerable energy through the dilated 
nostrils — just as in General Rule, p. 7o, $25, No. 1. 

2, Hold the breath a little while. 

3. During the expiration (or speaking), hold the lower chest, 
immediately below the end of the chest-bone, perfectly firm, as also 
the sides and the corresponding part of the back, and throw the air 
(or sound) out as an explosive by means of the strong outward push 
of the lower chest, and at each push jerk the lowest part of the 
abdominal wall in and upward as described just previously. But 
when no explosive or accent is called for, then omit the push at the 
lower chest, but simply hold it firm and use the same gradual. 
inward and upward coercing action of the lower abdominal wall as 
described in General Rule, p. 70, § 25, No. 3. 


$28, A Word of Advice to both Singers and Speakers. 

_ In comparing the two general rules of managing breath during 
singing and during speaking, it is evident that some distinction is 
made in using the muscles that control the process of exhaling. 
Still, I do not wish to be understood as having made a rule that 
applies distinctly to one and exclusively to the other. Both arts— 
the art of singing and the. art of elocution — belong together. I 
cannot train the singing-voice without i improving the speaking-voice, 
and, vice versa, the elocutionist will gain an immense amount of 
expressive modulation and vocal power by practicing all the breath- 
ing-gymnastics of the second series and by training his singing- 
voice. 

1. I advise the orator, when he is called upon to use his full 
voice-power, to make use of the action of the breathing-apparatus 
‘as practiced in Ex. XII., p.9g. It is well to keep in mind that in 
this full chest-action the outward push of the lower chest can be 
applied to strongly accented rds, though the upper chest is held 
firm. In the same way ca: nger, when executing powerful vocal 
effects with full use of the ii f chest-force of Ex. XII., use the 
outward push of Ex, XIV. en an extra accent is needed upon a 
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word, and this must be done without diminishing the ‘outward hold 

of the upper chest. : 

. ?. The singer can use the action of Ex. XIII, p. 96, when sing- 

Ing very softly, though the same can be done by the action of Ex. 
X. It is only a question of individual preference. 

3- Staccato singing is done most effectively by the use of the action 
of Ex, XIV. Marcato effects must also be ‘produced by the out- 
ward push of the lower chest. But if several notes in succession are 
sung marcato in full force, then it is best to hold the whole chest 
firm and still use the lower outward push. 

4. It is very important for voice-users to remember that whatever 
force is needed in singing or in speaking the throat must not be 
cramped. Force must be supplied by the action of the breathing- 
apparatus, as practiced in the second series of the breathing.gym- 
nastics, Singers, preachers, teachers, lawyers, and all voice-users 
must observe this most important rule: Keep your jaw, neck, throat, 

_and all surrounding parts of the resonance-cavities and the larynx in 
an easy, flexible condition, The extrinsic throat-muscles are to be 
kept elastic in all voice-use, else they interfere with the automatic 
action of the laryngeal — the so-called ** intrinsic " — throat-muscles, 
and not only destroy the healthful conditions of the vocal ligaments, 
but also spoil the beauty of the voice. The greater part of faulty tone- 
production is caused by the unnatural straining of the extrinsic throat- 

muscles, especially at the root of the tongue and the lingual bone. 

5. In order to keep the throat healthy, even conversational voice- 

. use should be done according to the second General Rule, $ 27. By 

, continually thinking about it, it will become second nature. Correct 
thinking acts through the nerves upon the muscles. "Through the 
influence of the brain and nerves the pupil is enabled to train. his 
muscles. Without fully understanding the method, all technical 
exercises are useless, 





CHAPTER VII. 





THE BREATHING-GYMNASTICS. 





Is it necessary to defend breathing-gymnastics? They ought not 
to need vindication. From the many remarks already made about 
the usefulness and importance of a correct method of breathing, we 
might think it unnecessary to add more. Still, on account of a cer- 
tain opposition to breathing-gymnastics, it seems needful to say a 
few words in their defence. 


§ 29. Breathing-Gymnastics the Source of Good Health. 

A writer in Ierzer's Voice Magazine, some time ago, made a very 
bloodthirsty attack upon breathing-gymriastics. He seems to be a 
regular Blue-Beard in dealing with antagonistic opinions, except 
that he does not cut their heads off himself, but endeavors to bring 
them to their end by proving them to be murderers. He brands 
breathing-exercises as unhealthy, and even accuses them of having 
brought about fatal results. This is such an extravagant assertion, 
and so repugnant to,reason, as well as contradicting the experience 
‘of all éxperts in this matter, that I refuse to believe that this state- 
ment was made knowingly and thoughtfully. If there ever was such 
a case, it must have happened under extraordinary and peculiar cir- 
cumstances. But what would one or a few isolated cases prove 
against the invigorating and health-giving breathing-gymnastics ? 
Absolutely nothing! There are many cases on record of persons 
having been injured and killed in gymnasiums, drowned while in 
"bathing, or shot when out hunting; still no rational being would 
say that bodily gymnastics, swimming and hunting are unhealthy or 
fatal employments, The most essential and refreshing functions of 
life, as eating and drinking, cause yearly the death of thousands of. 
persons, but no sane person will, therefore, abstain from and pro- 
nounce them unhealthy and fatal. 
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Among gymnastic exercises there are few, if any, that arc in them- 
selves so harmless and so far from being injurious as the breathing- 
gymnastics, and I am thoroughly convinced, from my own experi- 
ence, as well as from that of hundreds of others, that there are no 
exercises superior to them in general healthfulness, and particularly 
in benefit to the voice. I may be permitted to add a few weighty 
testimonials from history in favor of breathing-gymnastics. Dr. 
A. C, Neumann bégins his book, “The Art of Breathing,” with the 


Statement: & Through all ages of the world, at least as far back as 


we have documentary evidence of it, we find that breathing-gym- 
nastics have been used for therapeutic and hygienic purposes. Two 
thousand years before the Christian era the Chinese employed a very 
complicated kind of breathing, in certain positions of the body, as 


remedy for various diseases.* In Eastern India, 1300 years before the 


Christian era, they had a kind of religious ceremony consisting of 
holding the breath several times during the day. It is known that 
the Greek and Roman physicians, Celsus, Gallen and others, ordered 
the cohibitio spiritus, the holding of the breath, for medical purposes, 
for they believed to increase thereby the heat in the internal organs, 
to expand the chest, to strengthen the breathing-organs, etc.t Plato, 
in his Symposium, puts on record that the physician Erysimachus 
recommended to Aristophanes, the well-known writer of comedies, 
the practice of holding the air as long as possible in order to cure 
him of fits of coughing. In the middle ages, Mercurialis ventilated 
the subject of breathing-gymnastics, as did also Oribasius and others 
who followed closely the doctrine of the Greek and Roman medical 
men. At the beginning of this century, Kant wrote a book, edited 
‘by the renowned physician, Dr. Hufeland, entitled, ‘About the Power 
of the Mind to Control Sickness by Mere Force of Will,’ in which . 
thete is a chapter about healing certgin diseases by the holding of | 
the breath.” ^ 

' In modern times, Ling, the author of the Swedish medical gym- 

nastics, Dr. .A, F. E, Dally's method in Paris, Dr. A. C. Neumann's. 
breathing-gymnastics, ; and Dr. Frariz Picking? s institution 1 m 1 Berlin 
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for the cure of consumptives by means of breathing-exercises are too 
well known to need special mention. In these institutions they use, 
as a rule, no specific remedy besides the breathing-gymnastics. Dr. 
Bicking says*: ‘* The condition of the air which we breathe becomes 
significant only through the breathing-gymnastics. We send the 
sick to healthy localities, but of what help is it when the fresh air is. 
not permitted to penetrate sufficiently into and through the lungs? 
Air alone does notexpand the lungs, and the benefit derived from me- 
chanical expansion outweighs the advantages of a healthy locality.” 

In the face of such weighty testimony, it would be like carrying 
coals to Newcastle were I to add one word to prove that breathing- 
: gymnastics are healthy in themselves. There is nothing in the 
world that cannot be abused. The most. harmless exercises may be 
hurtful if used immoderately or under unfavorable conditions. Z 
can be guaranteed that no person in moderately good health will experi- 
ence the least harm in practicing these exercises, if the advice given in 
these pages is faithfully carried out. (Compare also what has been 
said in Sections 18, 26 and 22.) ` 

It is generally believed that gyrnnastic exercises for the expansion 
of the chest are very healthy, because they strengthen the lungs. . 
Allow me to state that the majority of such exercises, as taught in 
gymnasiums, are absolutely useless, because they are not done as a 
breathing-exercise. They may strengthen and enlarge the surface- 
muscles of the chest, shoulders and back, but not the chest-box 
itself and, therefore, will do the lungs no good. But if you take a 
full breath and hold it while you exercise with the dumb-bells, the 
stretching-tube, health-lift, etc., while you row or swim or run, 
then you will not only be sure never to become ruptured or to burst 
a blood-vessel,.but your chest-box will really be enlarged and the 
lungs strengthened. 


§ 30. Breathing-Gymnastics Indispensable to. Every Vocalist. 

In Werners Voice Magazine, Vol. IV., p. 101, is the following: 
“The period when the art of singing was at its height and the stage 
was crowded with eminent singers, was years and years before the 
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laryngoscope was invented. Since its discovery the race of singers 
-bas degenerated, until it- is now nearly extinct." This wail over an 


‘extinct race of singers is not new; it starts at certain periods in 


different parts of the world. But there is no more cause for tears 
than there is reason to cry over the obituary of a man who is yet 
alive. I agree that nowadays we have not as many great male 
Singers as in the so-called glorious era of the old Italian masters, 
because in those days the male soprano or male alto was manufac- 
tured. In making an estimate, therefore, between now and then, 
this element must be deducted, and surely no one will bewail the 
abolition of this barbarous custom. 

Outside of this, I believe that we have now as great artists on the 
stage as then. If the great singers of our days have a fault, how- 
ever, which their predecessors did not have, it is bad breathing. 
The pupils of the old Italian masters had wonderfuf skill, power and 
control of breath, which, when listening to our present singers, we 
might believe to be a lost art. The majority of the “stars” of the 
concert and operatic stage in our time, are equal to those that have 
preceded them, with the exception of their method of breathing, 
which, in nearly all of them;'is absolutely painful. This is the reason 
why the majority of singers lose, or at least impair, their voices at a 
time of life when they should be at their best. But this neglect 


,of breath-education dates from a period of musical history far earlier 


than from the invention of the laryngoscope. Of the crime of exter- 


sunaiog a generation of singers, the little throat-mirror is innocent. 


: We know thát breathing-gymnastics are healthy ; still, what have 
they to do with a singer? Everything! But only a person that 
has practiced them faithfully will come to this conclusion, If you 
bend your. head and chest unnaturally over a writing-desk, and read 
these pages and the following exercises through, or maybe try them 


once or twice and, finding that they won't go, slam the book down' 


and exclaim: “ Pshaw 1 it's all nonsense, my muscles can't stand it," 
is this substantial proof against: ‘the exercises? “Surely not! In the 
enjoyment of social pleasures who does not meet with a similar 
experiencé ?- Suppose you have not danced for a few months, how 


do your muscles feel after you have again attended a ball? Lame 
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and sore. Or the winter season opens at the skating-rink ; you 
enjoy the gleeful winter sport for the first time in the season, how dó 
your muscles feel afterward? Lame and sore. But who has ever 
heard of any one getting disgusted on account of this first fatigue 
and exclaiming: **Pshaw! it's all nonsense, my muscles can't stand 
it!” No one! for everybody knows that if he perseveres, the 
muscles will get used to it, and what made you lame and sore at 
first will soon become a source of comfort and elasticity. When such 
is the experiencé of experts, how much more will it be the case with 
beginners? Anyone dancing or skating for the first time in his life 
will suffer pain in his muscles at the beginning, and will find it 
extremely difficult to accustom them to it. Why should it surprise 
any one, then, that the muscles of the breathing-apparatus should 
undergo a similar experience at the beginning of breathing-practice? 
I can assure you that the fatigue will be reduced to a minimum if 
the advice, to'be given further on for the practice of breathing-gym- 
nastics, is conscientiously acted upon. 

* Why does a singer need breathing-exercises ? Simply because he 
cannot afford to do without them. This is evident, for no one can 
sing without breath; it needs a great deal of breath. The more 
you practice breathing-gymnastics, the more breath you will have. 
'. Every singer knows how much study and practice it needs to gain 
complete control of the voice. Still, it becomes comparatively. 
easy if a singer has learned to control his breathing-muscles and his 
breath. How can any one say, then, that breathing-gymnastics are 
not absolutely indispensable to a singer? 

It.is amusing to be told by some itinerant vocal pupil, after he 
has been on some of his accustomed but very uncommendable 
pilgrimages from ‘teacher to teacher, that a certain * signore e pro- 
fessore del bel canto,” when.asked for his opinion about breathing- 
" gymnastics, became perfectly wild about them, and putting on the 
peculiarly sneering expression of face and body so characteristic of 
Italians, exclaimed: ** Whatafora doshe wanta breath esercitazioni 3 
doshe not a baby know how to,breatha?” It is true, a baby knows 
perfectly well how to breathe, in fact, à great deal better than a 
grown. person. "What remedy is there for one desirous of getting 
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rid of the bad breathing-habits which are the lamentable outgrowth 
of our artificial civilization except breathing-gymnastics? How can 
a singer learn to take a full breath, learn the art of exhaling, etc., 
except by trying it practically? Is it, then, not a breathing-exercise? 
Is not singing itself a breathing-exercise, and are there not greater 
efforts and more straining needlessly put forth by artists, both singers 
_and elocutionists, than I advise in any of my breathing-gymnastics ? 
If I should say, ** Friends, do not commit the folly of singing or 
reciting, for these superhuman struggles have often produced fatal 
results!” would you not pronounce such talk idiotic? And rightly so! 


§ 31. Directions for the Healthful Use of Breathing-Gymnastics. 


1. In the beginning you should never practice longer than ten 
*minutes at a time, and not oftener than three timesaday. Between 
-each practice there should be an interval of at least two hours. No 

matter how well the exercises:make you feel, don't be carried away 
by your ambition, but limit the time as directed. 

2. The second week you may practice for eleven minutes three 
times a day, the third week twelve minutes, the fourth week thirteen, 
then fourteen, then fifteen, then sixteen. The eighth week you may 

practice for fifteen minutes four times a day, and after that do not 
increase the practice-time for at least a month. By this time your 
breathing-muscles will be considerably developed, and you will be 
able to practice more. But mind that you nevet overdo; use your 
judgment and stop when you feel tired. l | 
- 3. Some persons, especially ladies, experience a rush of blood t 
the head, or dizziness, when they begin the practice of breathing- 
gymnastics. When one feels this coming on the best thing is to, 
stop exercising, walk up and down a few times, or, if convenient, go 
out on a piazza, and when all dizziness bas disappeared, try the ex- 
ercises over again. This trouble is never serious, and can be over- 
- come in a short time, usually in from one to three weeks. 
_. 4 Breathing-exercises require plenty of fresh air in order that they. 
| iay be invigorating nd purifying, and may ventilate the lungs. . 
“5, During the practice—and, in fact, at all times—no tight-fitting 
ent should be worn; nothing that will hinder the chest, waist 
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and abdomen from expanding freely. Belts and corsets especially 


' must be laid aside, at least during practice. 

6. It is not advisable to practice breathing-gymnastics immediately 
after a meal. You should wait at least one hour. Before breakfast 
is a splendid time for them. 


7. l would caution against practicing the exercises in company: 


with friends or fellow-students. This always creates a spirit of 
rivalry, which may drive a student, who has more ambition than 


strength, to overdo, and to men himself rather than be beaten by 


a ane rival. 


kareni, before you begin practicing get weighed: measure the 
actual circumference of the upper chest and the waist, as well as the 


maximum of the. expansion of both at a full breath. Oneinch, or one * 


inch and a half is not an uncommon gain in two or three months. 
With the spirometer the capacity of the Jungs can best be gauged. 
.' 9. Y consider it a waste of time and strength to practice, breath 









2 Tin many cases hay retard progress, or injure the correct 
method if. one pfactices the exercises in positions which necessitate 
‘a one-sided method of breathing, as in the purely diaphragmatic or 
clavicular mode. 


10. Particular care should be taken not to. cramp or stiffen any 
of the muscles of the throat, neck, mouth, etc., but to keep them . 
always flexible. This precaution should’ be taken especially during is 


the second'class of breathing-gymnasties, namely, exhalation. 


1i. Never make a positive effort to. raise the shoulders, shoulder- i E 
, blades, or collar-bones. Not only during breathing-gymnastics, but. — 


in all breathing keép the shoulders siniply turned backward. 
12, Read and re-read carefully the whole of Part. II. of this book. 
. The better you understand the theory, the r more innere you will 
süceead 1 in the practice. 7. 





§ 32. | Five Lositions of the Bobs 
Breathing Gymnastics. 

These Positions Show, in à: direct and unmistakable way, what 

muscles, » have to dd paene and Tee in fall breath-taking, . 








than the combined action of the breathing- 


l Rejuired ps the Practice Of the 


ME" UA 
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and in the process of expiration. As long as the directions are 
followed faithfully the pupil cannot possibly make a mistake. Every ' 
exercise should be done in a certain position, and it is absolutely 
necessary to be very careful in regard to details. 

f FIRST POSITION.* 





Fic. 1. 


Lie fiat on the back on-a straight lounge or bed, with only a 
small pillow under the head, the arms resting closely at the sides of 
the body, or'at intervals they may be raised and the hands folded 
over the head, 


PREPARATORY.TO SECOND POSITION. 





2 Fic, 2. _ Fre, 3. 





At LUN Noitz,—Ladies are not expected to do any breathing-exercise in this position in my studio, 
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Stand perfectly upright; take a round stick about two feet or a 
little more in length, hold it firmly in both hands, with a space be- 
tween them of about fourteen to sixteen inches, the thumbs turned 
down and under. Bring the stick down with a quick movement as 
low as the arms will reach without bending the body (see Fig. 2). 
Then, with a very energetic movement of both arms, bring it over 
the head, the arms held up straight (see Fig. 3). Hold the stick 
over the head a little while, and, with another vigorous move, rest 
the stick upon the neck; hold the uppqy arms and elbows straight 
down and close to the sides of the body (see Fig. 4). Keep the 


SECOND POSITION, 





FIG. 4 


head erect, and be sure that the shoulders are, under no circum- 
stances, allowed to rise, no matter how long the exercise lasts. 





THE ART OF BREATHING. 


THIRD POSITION. 





"^ Stand perfectly upright; fold the hands on the small of the back, | 
the shoulders curved backward a little, but never lifted upward. p 

ese positions ate only used for the exercises belonging to. the- 
riés, for inspiration. The Fourth and Fifth Positions are. 
ly for the exercises of the Second Series, expiration. E 
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FOURTH POSITION. 





Fig. 6. 


8g # 


In otter to. get ready for this: position first take a full breath i in the 
Third Position. Hold the breath a little while, and raise both fore- 
„arms and put the hands flat and lightly upon the upper chest and 


“hold them there till the exercise ! is over. 
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FIFTH POSITION. 





Fie. 7. 


` Get into a state of readiness as.in the preceding position. During 
the short time of holding the breath put the hands upon the highest 
part of the abdominal walls right over the diaphragm-region in such 
a way that the points of the middle fingers almost touch each other; 
‘hold them there till the exercise is over. 
The first three positions should be chosen in conformity to the 
particular needs of the pupil. If he has a bad method of breathing, 
it should be got rid of at once, and this can be done only by select- 
ing that position which will answer as a direct remedy for the bad 
habit. .A person with habitual clavicular breathing, which is at once 
recognized by the drawing in of the whole abdomen and the raising 
of the shoulders, should, for a while, practice breathing-gymnastics 
in the First Position only. If one is found with the habit of 
- breathing only with the abdominal type excluding the expansion of 
the upper chest, he should practice breathing-gymnastics ín the. 
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Second Position sufficiently long to acquire the right method. The 
Third Position, it will be noticed, requires and improves the ability 
of taking a full breath /reely with the combined action of the breath- 
ing-muscles, and of expanding the ‘whole chest-box. Those who 
are nóf addicted to any adverse habit of breathing can do the 
breathing-gymnastics in the order and in the manner as I shall now 
próceed to describe. 

The breathing-gymnastics are divided into three classes, viz. : (1) 
Exercises for the development and control of the breathing-muscles 
in full zzspiration ; (2) exercises for the correct management of those 
© muscles that control the slow relaxation of the lungs in exhalation ; 
and (3) exercises to acquire the uice taking of the breath. . 








l ; $ 33: Breathing- Gymnastics : First Series. 


-- For the Practice of Inspiration. 
Exercise I. 
Thé Taking of the Full Breath with the Combined 

Breathing-Muecles. 

n Take a full breath energetically but not violently through the 
nostrils, mouth closed, exactly in the manner described in General 
Rule, Section 25. Retain the air a few seconds, then expel it all at 
once through the mouth. I 

This exercise should be practiced a few times in the first three 
positions. unless, on account of dizziness, or for any other reason, 
only one or two positions can be used at a time. (See Figs. 1-5.) 

REMARK.—The student should read Section 15 very carefully, 

especially the points under letters a, å, c and d. The advice to 
expand first the whole abdominal region and, later on, as'the 
upper chest is expanded, to draw the lower part of the abdomen 
in, does nót mean that this exercise cónsists of two distinct, 
separate movements, The energy with which the breath is 
taken will cause it to be done in one action, as has already been 
explained. At first, when it i5 done slowly, it may seem to 
consist of two parts; but when skill has been once acquired 
you can take a full breath in Jess than a second, and with one 
effort. 
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Exercise II. 
The Healthful Lung-Sweeper. 


Take breath as in General Rule, Section 25. Retain it a few 

'-. Seconds, then expel a very small portion forcibly through the lips. 
Purse the lips very tightly, and force a small blast of air through 
them, which will cause the lower part of the chest-walls, just.below 
.the end of the chest-bone, to push outward, producing a direct 
throw or puff of the breath by means of the abdominal press-action. 

* After the first expulsion of air retain the breath a little while; then 
force a little more air through the small opening of the lips as 
before, with the same outward push at the lower chest-region, and 

.' fepeat this as many times as can be done comfortably in one breath. 
This exercise should be done in the first three positions; the same! 
. restrictions, for the reasons previously mentioned, may also be nec- - 

' éessary here, 

REMARK 1.—There is no healtier gymnastic exercise than this 

. one; for it not only ventilates but also sweeps the lungs. 
The refreshing effect is instantaneous. After the lungs, the 
'head or the nerves have been fatigued by singing, practicing, 
speaking, running, or in any other way, this exercise practicedlí 

‘a few times will make you feel quite fresh. 

Remark 2.—lIt is evident that this exercise is out of place here, 

- asfar as the logical plan òf the division of the breathing-gym- 
nastics is concerned. It is specifically an exhalation exercise; . 
ag, such, we shall again take it up, in detail, in Ex. XIV. At 
present, however, the student need not pay any attention to. 
the action of the muscles, except in the manner described, It 

‘is inserted here on account of its beneficial effects; for this 
reason after every one of the subsequent exercises, I say: Repeat 

. Ex. II. y ; ; 
REMARK 3.—The following points must be carefully watched : 

(a) The lips should be pressed against each other without puff. ; 

_ ing out the cheeks. (4) The lower chest-wall must, under no“ 
.. <eireumstances, be forced tm, but always pushed outward. ‘TF it , 
“wag forced inward, the result would be disastrous to the digest: | 
ivéorgans, and would produce dyspepsia. Yet, if done with; 

the’ outward pressure, this exercise will cure dyspeptics, = || 
‘MARK 4.--In due time the complete action of Ex. XIV, must: 
instead of Ex. II. es _ pe Cd 
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{ .Exercise III. 


To Gain Control of the Breath in Slow Expansion of the 
! Lunge. i 


Take breath through the smallest possible opening of the lips very: 
gradually, little by little, in one slow, continuous, thin flow of air. 
Retain it a couple of seconds, then expel it all at once through the 
mouth, and immediately do Ex. II., to quiet the lungs. 

This exercise should be done in the First, Second and Third . 
Positions, with the same restrictions as in the two preceding exercises. . 


REMARK.—This exercise forms part of the great daily breathing- . 
practice, in which the celebrated singer, Farinelli, pupil òf- 
Porpora and Bernacchi, spent a couple of hours daily.. Fari- 
nell's exercise in full is given as Ex. X. Breathing through 
the smallest possible opening of the lips cannot be understood 
as a contradiction of the principlé to which we rigorously | 
adhere, namely, the avoiding of mouth-breathing. As the 
-breath is, taken inthis exercise through the smallest possible . 
opening of the li ie Objectionable features of mouth-breath: . 

. ing a 4 exercise will give the student wonderful 

thin 














&-muscles, besides strengthening them 


Exercise IV, 
E Holding thé Breath. | M 
Take breath as in General Rule, SectióÑ 25. Retain it, with- 
mouth closed, as long aS yowcan. When you cannot hold ifany.. 


longer, expel it all at once through the mouth; then do.Ex, T. à — - 


couple of times. - Take another full breath, hold the air with mouth 
open as long as you can, then let it all out at once and repeat Ex, ÏI. 
With the same restrictions as before, this exercise is to be done in 
the First, Second and Third Positions, .— .  . Rs 
REMARK.—When you do this exercise for the first time, count by 
-a watch the number of seconds you are ablé to hold the breath. 
In a few weeks you can note how much you have gained. This 
exercise gives great strength to the lungs and breathing-muscles, 
and also enlarges the chest, . The healthfulness of this exercise 


È 


has been spoken of in Section 22:. - 
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EXERCISE V. 


‘Opening the Lung-Celle by Patting the Upper Chest and 
Shoulders. 

Stand perfectly erect, the arms held loosely at the sides of the 
body. Take breath very gradually through the smallest possible 
opening of the lips, as in Ex. III., and at the same time pat the 
upper chest and shoulders gently with the palms. After the lungs 
are filled, hold the air and pata little harder. When you cannot 
hold the air any longer, stop patting and let the air out all at once | 
through the mouth, and immediately do Ex. 1I. , 

'. ‘This exercise can be done only in the position described. 

REMARK.—Observe carefully the following: Practice this exercise : 

very cautiously at first. If dizziness ensue, stop for a while, 

move about, and relief will follow. If the exercise is too.’ 

severe for beginners, do not repeat the effort often until prac- ` 

tice has made it easier. When able to do this without injurious . 

effects, practice it more vigorously, but never overdo. Pound: : 

ing the chest, as boxers and prize-fighters do, should never be 
one 


Exercise VI. 
Opening the Lung-Cells by Patting the Back. 


Stand upright, arms hanging at the sides of the body. Take a : 
full breath through the nostrils, hold the,air, bend the upper part of " 
the' body forward a little, and let somebody pat the back. When: 
you‘cannot hold the breath any longer, straighten up,“stop the pat: ~ 
ting, expel the air all at once, and do Ex. II. x 

This exercise also can be done only in the position indicated. 

RemMaRK.—This is a very invigorating exercise, and refreshing 
-` aot only to the lungs, but to the whole body. Frê@quently, 

many, perhaps thousands, of the little, fine air-cells of the lungs 
may become completely closed or shrivelled in consequence 
of prolonged imperfect breathing. If this defective breathing. 
is continued for hours, these little tubes may become so tightly - 
- closed that even a full breath, repeatedly renewed, will not open x 
them. In such cases, this exercise, together with the preceding 
one, will give complete relief, which is the secret of their having . 
such a refreshing influence over the whole system. 


! 
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Exercise VII. 
Improving the Elasticity of the Rib-Cartilages. 


E. 





FIG, 8. 


Stand erect; hold the elbows straight oüt from the sides of the 
body, the upper arms raised high, the forearm bent under the upper 
part at à sharp angle, the hands bent outward. . Push the hands as 
high up under the arms as possible, pressing the palms against the 
body, asin Fig. 8. You will succeed better in doing this if you 
bend the upper part of the body forward. As soon as the hands 
and: arms are in the right position, straighten up and take a full 
breath through the nostrils; retain it a couple of seconds, then 
press with the palms the sides of the: chest repeatedly, and at each 
squeeze expel a blast of air forcibly through the lips as in Ex. II. 
After all the air is exhausted let the arms fall and repeat Ex. II. 


"This exercise can be done only while standing. 
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REMARK 1,—This is a violent exercise and should be done very 
cautiously in the beginning. 

REMARK 2.—The twelve ribs are fastened by elastic cartilages to 
each side of the spinal column, and the upper seven ribs in 
front are similarly attached to each side of the breast-bone. In 
expanding the chest, the intercostal muscles raise the upper ribs 
and turn them outward alittle. Both movements will be mate- . 

: rially assisted if the elasticity of the cartilages, whereby the. 

. raising and turning of the ribs is made possible, be increased. 


Exercise VIII. 
Expanding the Upper Chest. 
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we Qe secus 5.5. Fic. x6. 








the edi lips. Then throw the arms noken forward, taking, 
simultaneously, a vigorous breath through the nostrils ; hold i iba short’ 
time, then throw the arms violently back, closing the fists, and: expel 
the air forcibly through the compressed lips. Do this a few times 
in succession. Afterward repeat Ex. IT. 

: REMARK.—This exercise is a powerful óne, and should not be 


overdone. In the beginning, especially, it should not be prac- 
ticed many times in succession, and also not too viaient 
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§ 34. Breathing- Gymnastics : Second Series. 


For the Practice of Expiration. 


The following exercises are for the difficult art of controlling the 
slow relaxing of the lungs during singing or speaking. The student 
should turn to Section 24 and re-read it, recalling especially the 
muscle-action explained under the divisions ¢ and 8. He should 

` pay particular attention that no part of the throat, neck or anything 
' belonging to the resonance-chambers of the mouth or pharynx is held 
rigidly during any of the breathing-gymnastics, especially those of 
the Second Series; they must remain in an easy and elastic con- 
dition. 
ExrEncisE IX. i 
Practice of the Slow Relaxing of the Lungs. 

Take breath! as in General Rule, Section 25. Retain it a little 
while, then? exhale it through the smallest opening of the lips, ob- 
serving closely the muscle-action as pointed out in General Rule, 
particularly the firmness and the outward pressure of the. upper 
chest-walls against the hands and its antagonistic action, the strong 
inward and upward pressüre of the lower abdominal wall. After- 
ward do Ex. II. 

This exercise must be done in the Fourth Position only (Fig. 6). 


REMARK 1.—You rgay not at first succeed in holding the upper 
chest firm to thé end of the relaxing of the lungs. As soon 
as the uppér chest-wall begins to relax, stop the exercise, take a 
fresh breath and start again, and do so several times in succes- 
sion, interspersed, of course, with Ex. II. 

Remark 2.—In order to be sure that you do not cramp the throat, 
neck, etc., turn the head slightly to right and left from time to 
time, which will keep the throat relaxed. : 


Exercise X. 


' ' Practice for the Controlling of the Breath both in In- and 
E Expiration. 


: Phe Assume the Third Position. Take breath very slowly through the 
.. Smallest possible opening of the lips, as in Ex. III.; retain the air 








: .— x In Tinrd Position. 
` $Changingto Fourth Position — 











_ THE BREATHING-GYMNASTICS. 95 


a short time, then assume Fourth Position and exhale very gradually 
through the smallest possible opening of the.lips, as in Ex. IX., 
observing the same rules for the expanding of the thorax in inhaling 
and the muscle-action during exhaling as described in General 
Rule, Section 25, «Afterward do Ex, II. 


Remark 1.—This being a rather fatiguing exercise, it should not 
be done more than twice in succession at first. Also, the-inhal- 


ing should not be so prolonged as in Ex. III. by itself, for you: 


will not have enough strength left to exhale in the. manner 
described in Ex. IX, Keep the throat, etc., relaxed, 


REMARK 2.—This is Farinelli’s great breathing-exercise in full, by 
which he gained that marvelous control over the breath for which 
he was noted. 


: EXERCISE XI. 
Practice of the Teneion of the Vocal Ligaments. 
Take breath as in General Rule, Section 25. Retain the air a 
_ Jittle while, put thé lips in a smiling position and exhale the air as 
A slowly as possible, producing with the vocal ligaments the sharpest 
possible whisper of the vowel ¢@ (as in day), observing the ‘same 
(muscle-action for the exhaling process as in General Rule, and 
pressing the chest-walls outward against the hands with considerable 
strength. Afterward do Ex. II. 
This exercise must be done in the Fourth Position only. "(See 
Fig. 6.) ELT 
REMARK 1.—The student should be sure to control the tension 


of the vocal ligaments only by means of the action of the . 


breathing-muscles, and not by any direct strain in the throat. 
(See Section 24, division ¢.) 

,REMARK 2.—As thé outward pressure of the chest-walls is in- 
creased, closer watch should be kept over the throat-muscles 
that theré be no cramping or stiffening. To avoid it, turn the 
head from time to time. 


EXERCISE XII. 
Muscle-Practice for Loud, Sustained Tones. 


_. ‘Fake breath as in General Rule, Section 25. Retain it a short 
time; put the lips in a smiling position and exhale the air so slowly 
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ahd noiselessly that its escape is almost imperceptible. This is. 
assisted by imagining that, without making the least sound, you are 
saying a greatly-prolonged vowel @. During the exhaling, for which 
you observe the same muscle-action as in General Rule, press the 
upper chest-walls outward against the hands with all your might. 
Afterward do Ex, II. i 
This exercise is done in the Fourth Position. 
Remarxk.—In this exercise there is danger of cramping the throat, ` 
neck, etc.; greater care should therefore be exercised, and head 
turned as advised in Remark 2, Ex. IX. This is a powerful 
exercise; do not overdo it. 


Exercise XIII. 


Practice of the Muscles Controlling the Slow Relaxing of the: 
Lungs during Speaking and Soft Singing. ' 

Take breath?! as in General Rule, Section 25. ‘Retain the air a^ 
little while and? exhale it very gradually through the smallest possible / 

opening of thé lips. The muscle-action for the control of the slow’ 
relaxing of the lungs is described in the rule given in Section n 
Read it carefully. P 
This exercise must be done in the Fifth Position (see Fig. 7). i 
REMARK 1.—The danger of cramping the throat, neck, ete. w 

not so great here; still you should guard against it. 


_ Remark 2.—This exercise differs from Ex. IX. in that the out- ` 
ward pressure of the upper chest is omitted and the pressure ; 
js exercised by the diaphragm. instead. The work of the lower , 
abdomen remains the same. The chest should relax very; 


gen a 

Exercise XIV. (dir 

The Throw of the Breath and the Voice by the Abaominss’} 

Prese-Action; or the Practice of the Explosives and the; 

:. Repeated Retention of the Air. Maróato and Staccato: ^" 
This exercise is important to both singer and speaker.. In reality’, 

S Ex. HI. again; but now it should be doi P 

eful attention to the action of the muscles that control the rela 

elungs a$in Ex. XIII. In order ot to répeat it he 
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read Ex. Il. over carefully. Be sure to hold the lower chest firm 
after every throw or putf of air with the lips, and see that there is an. 
antagonistic pressure of the lower abdominal walls, and an increased 
stringent feeling at every push of the air. Also read carefully what 
is said about the, process of relaxing the lungs in the speaker's rule, 
Section 27. ` 

This exercise is to be done in the Fifth Position (see Fig. 7). 


Exercise XV. 


Propo’ of the Slow Relaxing of the Lungs and of the Ex- 
plosives in One Breath. 


Put yourself in Third Position and take breath as.in General ` 
Rule; hold the air a little while and change to Fifth Position. 
Let the breath escape for three seconds as in Ex. XIII. through ` 


. the smallest opening of the lips, after which execute two puffs as in 


Ex. XIV.; then again for two. seconds let the air escape as in 
Ex. XIII. ; ; then follow three puffs as in Ex. XIV. ;. after which let 
the remaining air escape asin Ex. XIII. Then do Ex. XIV. 


‘Exercise XVI. 
Muscle-Practice for the Crescendo. 

Take breath as in General Rule, Section 25. While you retain it 
assume the Fourth Position (Fig. 6); hold the lips as in smiling and 
let the air out very gradually, whispering a sharp à with the vocal 
ligaments, as in Ex, XI. Observe closely the process of relaxing 
the lungs as in Section 24, divisions a, 4 and ¢, gradually increasing 
the outward pressure of the upper. chest, and, in porportion, the 
antagonistic inward and upward pressure of the lower abdomen 
until you have exhausted the air, then immediately do Ex. XIV. 

REMARK.—Take care not to cramp the throat, neck, etc. 


ExrRCISE XVII. 
Muascle-Practice for the Decrescendo. 

Take breath as in General Rule, standing in the Third Position. 
Hold it a little while and change to the Fourth Position. Put the 
lips i in smiling position, and exhale with the sharp whisper of à, as 
in the preceding exercise. Press. for three or four seconds, very 
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. Strongly outward with the upper chest, accompanied by a propor- 
tionate tension of the antagonistic lower abdominal muscle-action. 
Then put the right hand upon the diaphragm in the centre, just 
above the region of the stomach, and relax very gradually the out- 
ward pressure of the upper chest, following it, step by step, with the 

: outward pressure of the diaphragm-muscle as described in Section 

. 2], and with the antagonistic inward and upward pressure of the 

.. lower abdomen. After the air is exhausted do Ex, XIV. 


Exercise XVIII. 


 Muscle-Preotice for the Swell or the Crescendo and Decre- 
scendo in One Breath. 


: . Begin with Ex. XVI; when you are about half way through with. 

the air, take up, without interruption, Ex. XVII. from the point 
‘where you put the right hand upon the diaphragm and relax the. 
upper chest by slow degrees until the air is exhausted. F ollow the. 
rules regarding the muscle-actions given in each of these exercises; I 
and when all. the breath is gone do Ex. XIV. 2 


; § 35. | Breathing- Gymnastics : Third Series. 
For the Practice of the Quick Breath. 


The studeüt should reread attentively what has been said about | 
‘the meted of taking a qme breath in Section 21. Di 


Exercise XIX. 
‘Quick Breath through the Nostrils with Mouth Closed. 
` Take breath through the nostrils, mouth closed, as in General 
‘Rule, as quickly as possible. Do. this several times in succession in: 


the First, Second and Third Positions. I 
Remarx.—The taking of the breath is done with the whole 
breathing-apparatüs, only there is not so much expansion gained. : 
-In time, however, considerable improvement will be made in-: 
that regard. The nearer the taking of the quick breath ap: 


PIUXBMBE to a full expansion, the better. | 


. ‘Exercise XX. 
“Breath through the Nostrile with Mouth Open. `; 
‘as quickly as PE through the nostrils with the 













THE BREATHING-GYMNASTICS. 99 


mouth open, but let no breath enter through the mouth; follow in 
every respect the General Rule, Section 25. 

This exercise should be done several times in the First and Second 
Positions. 

REMARK olf a pupil meets difficulties in learning to biahe 
through the nostrils with the mouth open, he may learn it by . 
the following method: Hold the teeth close together, the front 
teeth meeting at the edges; put the point of the tongue against 
the upper hard-gum, then open the lips, but not the teeth, and 
draw a quick breath through the nostrils. As you succeed i in 
this, you may, in a few days, hold the teeth a little apart; 
finally, try with the tongue down, But at every attempt of 
opening the mouth wider, take care that the air is not taken 
through it, but through the nostrils.” 


REMARK.2.—It is not sufficient to. give only a small, stipulated 
time each day to. this important. practice ; 3 the student should 
use almost every breath he takes in ordinary breathing for its - 
exercise, This. sounds a little MEUM An] still the meaning 


cannot be mi derstood, oe 








: EXERCISE 3 XXI. s i l . 
j ürms folded in front of the chest. Take; an ener- e 
geti breath ‘through the nostrils, simultaneously throwing. both arms| — 
backward, letting the left hand grasp the right forearm and holding 
them there at the middle of the back. Dilate the nostrils well as_ 
the air ds drawn noiselessly through them, Hold: the breath a  ' 
little while, ‘Then, as the air is forced out in a strong blast through 


the compressed lips, bring the arms forward and fold them in front 
of the ‘eh & s as S before, “Repeat three times. 









* Bxercise xxi 
Stand erect, 2 arms. rus loosely at the sides. Take an ener- 
getic breath noiselessly through: the nostrils,- throwing’ both arms 
upward, one hand grasping the other directly-overheád, the thumbs 
crossing each other. Dilate the nostrils well in inhaling, Hold 
the breath a little while." Then; as the breath is. exhaled jiii i 


the nostrils, drop the arms, 3 















| PART III. 
THE LAWS OF TONE-PRODUCTION. 


—_— 


I purposely make no distinction between the singer and the elocu- 
tionist in this part as was done in the theory of exhaling. As far 
as general principles and elementary practice are concerned, both 
should follow the same rules. I am convinced that the elocutionist 
can gain much in beauty and strength of tone, and even more in 
the quality and especially in the equalization of the so-called vocal 
registers, if he observes the principles of tone-production that I am 
about to explain. He should practice them not only in the begin- 
ning of his study, but as a daily task when further advanced. To 
ensure success he should also follow the advice given in Section 28, 
and faithfully apply himself to Ex. IX. to Ex. XII., Section 34. 


§ 36. Can Tone-Production be Learned from a Book? The So-called 
“ Singing-Methods” or ** Manuals," 


I confess a reluctance to describe on paper a system of correct, 
tone-production. I feel like the Austrian recruit that was drafted 
into the army at the outbreak of the war with Italy, in 1848. He 
said he did not like to go into war because the soldiers shot so reck- 
lessly and took no care whom they hit or missed. He would greatly 
prefer the government to give him his man and let him fight and 
get through with him and go home! When the question is asked : 
“ How shall a tone be produced, or how can you teach any one to 
, produce à good tone?” J want to answer: “Show me the man or: 

the woman." TI mean, give me an individual case and I will guar- 
antee a satisfactory answer, 

In the first edition of this book I stopped short when I came to 
the chapter upon the method. of producing tones, for the reason 
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5 _that tone-producti be . . 
that can be appli 10N is an art with comparatively few general laws 


T Ad €d to all cases alike; therefore, any attempt to treat 
e uas Mm a book will be always unsatisfactory. I do not refer 
-o fhe books called « Singing-methods" or “ manuals,” as, for 
instance, Lablache’s, Garcia’s, Bassini’s, and a number of others. 
. OF these no €xperienced and conscientious vocal teacher can 
approve, for such books are nothing more nor less than a last over 
which the pupil is to be molded. It is owing principally to these 
annals that the charlatan is able to flourish. Any one, for instance, 
who puts his pupils through the instruction-book of Bassini pretends. 
in word or in print that he teaches Bassini’s method; so with 
Garcia's and all the other manuals. Indeed, several years ago a 
certain vocal teacher advertised herself as teaching the art of sing- 
ing according to Mme. Marchesi’s method (it was at the time of 
Gerster’s first appearance in New Vork), still this teacher never had: 


. . ahy intercourse with Mme. Marchesi, nor even an opportunity of; 


: conversing with a Pupil of hers. She founded her claim upon the 
-. circumstance that she used Marchesi’s colorature exercises and sol- 
` feggios for her pupils ! l 
_ Eam wandering from my subject. I said that I hesitate to write 


`: about tone-production. How shall a tone be produced? Directly 


... I hear that question I see in my mind an immense number of differ. 
` eùt cases. If I could recollect my own cases for the last ten years 
" only—what particular features each presented, what were the special. 
' requirements and exercises for each,—and if it were in my power to: 

add to this the experiences of a thousand other reputable vocal 

eachers, do you think that this would solve the question satisfac- 

orily? Would it answer for every other individual case? I say i 

most emphatically, no! I wonder how many vocal students there: 

aave been in America and Europe during the last ten years P 

Nearly a million, if not more. What an incalculably valuable. 

library it would be to have a written record of each case. Could. 

anybody assert that one pupil had been treated exactly like any of - 
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nostrils with the combined breathing-muscles, to*hold the air a little 
while, and now to sing a tone. What will he do? He will look : 
perplexedly into my face and not know how to proceed. Ah! 
I forgot to strike a tone on the piano for him. I strike a.tone, but 
still he does not know what to do, and asks: ** What vowel shall I 
sing?" There itis! The human voice is not an instrument that 
can be made to produce tones by a general rule. 
First, there are various kinds of voices: Female and male, high, 
low and medium ; or, in other words, voices with a large, small, or 
medium compass. Then, we need the vowels in order to produce 
tone. Each vowel demands a peculiar shaping of the resonance- 
cavities, This, again, requires manifold adaptation to individual 
cases, because people present such diversity of conformation that it 
becomes a perplexing question to establish rules, except such as will 
answer for certain emergencies. This is not all, People contract a ` 
of bad habits, such as nasal, shrill, throaty sounds, etc., and 





these must be removed. But what proves a remedy in oné case 
remains without results in another, Some voices are naturally very 
even; yet far more frequently the teacher finds breaks and uneven- 
nesses in.some part, and these must be corrected. 

‘It is impossible to give on paper a universal recipe to mold voices 
evenly in all parts. The difficulties, however, do not stop: here. 
When voice-training reaches the treatment of diphthongs, mixed 
vowels and consonants, new complications arise at every fresh Case - 
that comes to. the teacher. One distorts. and. twists the double- 
sounds; another is unable to pronounce an 4, an z or an $, etc. ; and, | 
finally, a third presents that most pitiable of all vocal troubles, stut- 
tering or Stamimering. When you examine this list, do you'wonder 
that. I consider it.a difficult task, tó say the least,to present the. 
principles of tone-production on paper ? I should rather end my 
boók here abruptly, as I did in the first edition, than to attempt a 
written elucidation of the’ practical part of voice-culture ; 
but my. disinclination is removed by the many requests that have 
come from various sources, and I shall, therefore, proceed as far as. 
1 think can. be done without oral, personal teaching. l 





















CHAPTER VIII. 


THE, PRELIMINARY STEPS IN VOICE-CULTURE. 





The first step is the most important in any branch of art-study, 
and especially in music. I have often asked myself: Which is the 
most popular musical instrument? I think a large majority would 
not hesitate to say the piano. We certainly hear a great deal of 
piano-playing. I believe, however, that the voice is the most popu- 
lar musical instrument, for two reasons: First, because it is by far. 
the cheapest musical instrument; it cannot be bought, it is always a 
gift, and often exists only in the imagination. “Secondly, because 
» popular ignorance in regard to its correct use is so great that even 
poor singers can look for hearty applause from their friends. This 
also accounts for the general opinion that almost any one is good 
enough to give the first instruction, and after a couple of years the 
pupil can be sent to some high-priced maéstro for thie finishing 
touches, Then, surely, they are finished. 

The first step in voice-culture is undoubfedly the most important 
to a student, because his whole future career depends upon it. 
Sometimes the study is begun too early in life, but oftener too late. 
The next important step is the selecting of a teacher and the classi- 
fying of the.voice. These points will be considered successively. 


§ 37. At what Time of Life shouid Cultivation of the Voice be Begun? 

All conscientious teachers and all the European conservatories 
assert that itis dangerous for a person to begin voice-culture too 
young, ere the vocal organs are sufficiently matured and strong 
- enough to stand the hard work imposed upon them, and it is usually 
" urged that itis not safe fora young lady to begin before she is 17 
Or 18 yn or for a lad before he is 19 or 20 years old. 
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This is, undoubtedly, very safe reckoning and precludes at once 
the possibility of beginning too early ; neither could any one argue 
that it is too late, though I believe that this schedule of time would 
force a considerable number of students to postpone an important 
matter longer than necessary. The fact is, that the time of begin- 
ning vocal studies, like so many other things pertaining to voice- 
culture, must be decided individually, and cannot be established or 
the whole human race. 

It is not difficult to decide this question in each individual case. 
The maturing of the vocal organs, or, as it is called, ** mutation of 
the voice,” coincides with the maturing of the sexual organs. Girls 
mature earlier than boys. It varies greatly also according to climate 
and countries. Before a young person is perfectly matured in this 
Jatter sense, cultivation of the voice must not be begun. 

The mutation of the vocal organs is a very important period in a 
singer's life. The larynx grows very little during childhood, but at 
the time when a boy or girl enters puberty, it begins all at once to 
- grow; the cartilages, the vocal ligaments and the muscles of the 
larynx develop with amazing rapidity till they attain the size which 
nature has fixed for the functions of the individual man or woman. 
An unerring sign that the voice is entering upon the process of muta- 
tion is the breaking of the voice, which involuntarily jumps from a 
low to a high pitch. Soon after these manifestations appear, 
the young singer will notice that it becomes easier to sing the tones 
belonging to the lower range, while he experiences considerable 
difficulty in producing the highest notes of his compass. This is the 
time when it is an imperative duty for all who have the responsibility 
and care of young voices, to compel their young charges to give up 
singing altogether till the larynx is perfectly matured, about which 
an experienced and conscientious teacher will be able to decide. 
The time to begin the cultivating of the voice for a well-developed 
and healthy young person is, therefore, after the mutation of the 
voice and fully completed puberty. This time may vary several 
years in different persons. 

Iam aware that not infrequently an opposite view from this is 
_taken. _I have heard it argued that the art of singing is such a diffi- 
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cult task, it requires so much general education and thought, that it 
would seem advisable to postpone its study to riper years. This is 
‘a fallacy. I can prove that a pupil should begin young on account 
of the hard lessons he must learn. We should’ look into this mat- 
ter philosopbically. What are the necessary conditions for becoming 
& great singer ? 
_ He must have a fine sense for tone, time, musical forms, a very 
delicate and refined feeling, sound brain, great reasoning power, 
an exceptionally good memory, and an indomitable will-power. 
. These are the mental qualities, the owner of which must further 
have not only a strong and healthy body, but one which is in 
_ appearance a model of symmetry; a full chest, good lungs, a strong 
._ larynx, large acoustic cavities, sound and well-shaped teeth, a tongue 
' neither too large nor too small, a good ear, etc. It suffices for our 
argument to consider only a few of these qualifications. l 
The sense of tone has two important factors. One is the local - 
sense of feeling (Z2szsizz:)), which, assisted by the air-column in sing-.- 
ing, enables the singer to localize both the tone-producing body 
called vocal bands and the acoustic properties of the cavities of the 
pharynx and mouth, The mucous membrane, in which are im- ` 
bedded the nerves of the sense of feeling, plays a very important 
part in singing. The other factor is the physical ear, as a means . 
of determining the musical pitch of the tones produced by the 
former factor, their quality, tone-color, dynamic conditions, etc. 
Moreover, the sense of tone, assisted by refined feeling and sense. 
of time, must form that combination of forces which creates life and . 
sóul in. every melody, namely, time and rhythm. "The sense of musi- . 
cal forms in combination with the sense of tone isthe necessary 
foundation for a correct musical conception, As far as musical,” 
. - ferms are dependent upon the tone-color (polyphony), this sense’ 
needs the ear; as far as they are represented as figures on the 
. musical staff (harmony), this sense needs the assistance of the eyes. 
“The engineer of all these forces is the brain, which leads and com» ` 
aids them all with tender strings, the nerves, those mysterious ` 
legiaph, wires by which the still more mysterious operator, thé : 
ain, sends directions to the senses and organs of the body, Just 
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as electricity is the quickest moving element in the cosmic creation, 
with the exception of light, so are the brain-messages sent through 
the nerves the quickest movements in the human body. Still the 
nimble and practiced fingers of the telegraph-operators are an essen- 
tial element in the swiftness of a telegraphic message; so is the nerve- 
work as directed by the brain in vocalization dependent upon wells 
trained muscles and elastic cartilages. 

The mechanical element is a very considerable part of this pro- 
cess. The eyes perceive the notes on the paper, the eye-nerves. 
communicate the result to the brain; from there a message is at 
once dispatched to the sense of tone; other communications are 
sent to all the muscles that eithér direct the breath, the position of 
the larynx, the pitch of intervals, the tension of the vocal bands, 
the dynamic element, the shape of the resonance-cavities for the' 
shading of the tone and the coloring of the vowel element, and the 
muscle.action for the placing and tuning of the consonants; orders 
are also sent to the sense of time to attend to-the rhythmical work. 
All this, while communications are held continually between the ear- 
nerves and the brain, to help and cortect, here and there, and back. 
again to the eye so as to attend with the minutest care to all the 
many details that go to make up an artistic performance. This is a 
hundred times a more wonderful repeating instrument than that. 
great invention of the human mind—the multiplex telegraphic 
machine. * NC 
. Itis at once evident that the movements of all the muscles that 
have an active patt in the intricate functions of the vocal apparatus 
aré mechanical acts, and every muscle must undergo a long process 
of training before it can do its work with that smoothness, facility 
and correctness that are thé signs of a perfect artist. Jt is an 
important link in our argument to notice the undisputed fact that 
the vocal muscles when they are young, that is,.as soon after the 
mutation of the voice as the judgment of an experienced teacher 
thinks advisable, are yet naturally flexible and limber, and their 
training comparatively easy ; but during every year that elapses after 

ached, the tissues. of those same muscles 


the period of puberty is reached; the tissi oT e 
become harder, the cartilages grow more bony, and the training will 






di 


108 THE ART OF BREATHING. 


meet with difficulties of which the younger pupil knows nothing. 
The experience of all teachers has been that it is impossible to give 
to pupils of advanced years (I mean to all thosé who begin after 
their twenty-third or twenty-fourth year) that throat-facility which 
those can acquire that begin younger. 

But this is not all, For is there not even in the mental element of 
the act of singing a great deal of mechanical work ? We cannot deny 
that in.the action of the eye-nerves in grasping and transmitting the 
musical forms from the paper to the eye and from it to the brain, 
there is a great deal of technical if not mechanical work; the same 
is true of the ear-nerves, The mental mechanism is even more 
difficult to train at an advanced period of one’s life than the muscle- 
work is, and in order to make a finished artist, the student must 
begin with the training of the mental part many years before the 
cultivation of the voice as a muscle-practice can be safely under- 
taken. This accounts, then, for the fact in musical history, that the 
greatest operatic singers have invariably begun the study of music 
and singing, as an elementary practice, when quite young; and regu- 
lar cultivation of the voice at the proper time «-after its mutation. 

Suppose, however, that the student has not been so fortunate. - 
The years do not wait; he is now creeping on into the twenties, and 
his conviction that he has a voice continues to grow upon him, for 
“he might make something out of it,” a remark which is always a. 
plain hint of a professional aspiration. Now a good chance offers 
itself to begin his studies. But he is already twenty-five years old. 
Is his age-an insurmountable barrier? I believe not. Still, before 
giving a decided answer, I should rather, at this point, enter into a . 
few details, for every one who has had any experience in this mat- 
ter will at once agree that it is a great deal easier to decide in indi- 
vidual cases than in a general way. 

One condition must be universally conceded. Our candidate 
must have a fair natural voice, a good ear for music, a little more 
‘than ordinary intellectual capacity and a considerable amount of 
application. With that much capital to start with, he must bear in 
mind that, under the most favorable conditions, but with his years 


E Against him, he will have considerable trouble in overcoming the 
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stiffness of his muscles and cartilages, and many technical difficulties. 
in the mental work-shop. Still, I see no reason why a faithful candi- 
date should not'be encouraged to begin cultivation of the voice 
even now, with a reasonable hope of finding engagements in the 
profession. But with every year of postponement the case becomes: 
more difficult, and, even if the above conditions are favorable, one 
point will weigh very heavily for or against a beginning pupil, who 
is nearing thirty years, namely, the degree of elementary musical 
knowledge and especially of his skill in reading vocal music in 
regard to tune, time, and rhythm. If a pupil thirty years of age 
should come to me for examination as to professional prospects, I 
should first inquire whether the conditions put to the one of twenty- 
five years are favorable. The next question would be about his 
knowledge and experience in elementary singing. If these are satis- 
factory, I see no reason why even this one should not undertake the: 
task. To be sure, such cases do not very often come under a teacher's. 
observation, still I know of some who. had had considerable experi- 
ence in singing in choirs and vocal societies, but no regular cultiva- 
tion of the voice, which, of course, was the ground on which I 
could encourage them to undertake it, in spite of their being thirty 
years of age. The result was that, after two or three years of study, 
they still found employment sufficiently remunerative to repay them 
for their outlay and trouble. ; 

How would it be with a similàr case, but with the difference of 
five years more? A candidate for the professional career of a 
church-singer at thirty-five! In the case of a very good natural 
voice and considerable experience in reading vocal music, especially 
if the aspirant is in possession of a bass or contralto voice and with 
no great faults of voice-production—such as seriously bad muscle- 
movements—I hold that a reasonable amount of success might be 
achieved. I will relate here an. incident that has some bearing 
on this subject: Some years ago à gentleman came to me to be 
received asa pupil in cultivation of the voice. He had a good 
natural bass voice, a very good ear, considerable experience as an: 
amateur singer, had, when twenty years of age, taken about one 
quarter of vocal lessons, but when he called on me was in his fortieth. 
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year. I tried to discourage him, as I did not wish to take the 
responsibility on account of his age, besides which there was con- 
‘siderable tremolo in his voice and his compass ‘Was very small, it 
being almost impossible for him to sing one-half tone higher than C 
of first added line above the staff, in bass clef. As he pressed his 
‘case very strongly and agreed to take all responsibility upon himself, 
I consented. to take him. After two or three years of work, he 
succeeded in overcoming the tremolo completely, extended his 
compass to a third above C and was not afraid to take sometimes 
the F above. The artistic effect of his singing was not a mean one, 
and he still did considerable work in a professional way, though as 
a business man he did not exactly seek it. 

But suppose a candidate about thirty-five years of age should 
come to a singing-teacher with the following story: ‘‘ Well, sir! I 
want to take singing-lessons, I have never learned anything about 
music, don't know one note from another, but I can beat anybody 
whistling. I have never sung much, but my friends have always told 
me I had a good voice and I should have it cultivated: I am pretty 
old, but I think I can make it pay.” Could the teacher conscien- 
tiously encourage him and take him asa pupil under the distinct 
-Promise “to make it pay?” I sincerely believe that he could not. 
‘I should say it was too late. But if he should insist upon taking les- 
sons, I should try to convince him to look forward to nothing else 
‘but his own improvement without any pecuniary reward. 

This brings us to the line that divides the professional from the 
amateur, and we can now, without any other distinction, but only 
‘with the view of improving the voice, ask the question: When is it 
too late to cultivate the voice? Or, in plainer words: When is a 
person too old to. make an impression upon the vocal muscles by 
training them to sing? The answer is: When that point in life is 
reached when the muscles are beginning to feel the slow, declining: 
atd dissolving process of age. It is, of course, impossible to fix 
a figure that would answer.as.the great stop for everybody, for some - 
sons are older at forty-five than others are at sixty. It is usually. 
e case, I believe, that persons, when they feel that they are grow- : 
ave. mot much enthusiasm to become Still 
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it is often said with a great deal of truth that “an old fool is the 
worst fool.” 

This reminds nie of a fact that has an amusing and almost a direct 
bearing upon our subject. Not long after my arrival in this country, 
some friendly disposed teacher—do not call him a fiend after you 
have read the following lines !—sent-one of his pupils to me in the 
person of a German gentleman of small size and very much ad- 
vanced in years, Very hesitatingly he unfolded the object of his 
call: ‘Don’t laugh at me, sir!. I know you will think I am an old 
fool. Well, I ama tailor. I have been a tailor all my life. Ihave 


_ Managed to save some money. I have no children, my wife is old 


and I don't know at times what to do with myself. So I bought a 
piano, and thought I would learn to play a few tunes. The old 
woman laughs at me, but I am going to do it. Mr. N. hàs taught 
me for nearly three months, and J know the notes now and cari find 
them on the keys, if you give me time enough. My teacher says he 
has no room for me any more, but I suppose he thinks it is too 
much trouble. I don’t blame him. ï never learned quickly any- 
how, and now I am fifty-six years old.” And in this strain he went 
on. I shall not attempt to describe my feelings at the prospect of 
teaching such a promising pupil, and tried my best to ward off the. 
Herculean task. No use. I finally agreed to give him six lessons.. 
I do not know that I ever had, among A large number of faithful 
pupils, one that'surpassed my tailor in enthusiasm, energy and appli- 
cation, But it was terribly slow and painful work with him. The 
mental transmission from the notes through the eye-nerves to the 
brain: was so slow, and the transferring of that mental picture to a 
piano-key by means of his bony and horny fingers, stiffened by age 
and cóntracted by his tailoring work, was so cumbersome and awk- 
ward that Maelzel’s metronome ‘vould run down before he was able 
to finish three measures, Not one of his: lightest troubles was that 
his backbone, stiffened and bent by forty years’ sitting on a tailor’s 
table, forced his whole body and head forward, and pressed him 
down over the keys as if held by a vise. I advised him, at the sixth 
_ lesson, to have a piano-stool made to order, on which he could sit 
^. án regular tailor's/fashion, and'if ever he should advance so. far as to 
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have need of the piano-pedals, he might have an attachment made 
which would enable him to work them with his knees. My agree- 
ment of six lessons being fulfilled, it was the last one. 

It is almost superfluous to make a comparison between this case 
and that of a vocal pupil under similar conditions. The comparison 
would result in every particular to the greater discouragement of 
the vocal student. The difficulty of overcoming the slowness of the 
mental technique and the stiffness of the muscles may be the same 

. in both cases, but the aged vocal student has the two additional and 
very discouraging features, namely, that his ear cannot be assisted in 
so easy a way to sing the correct pitch as the aged piano-playing 
tailor could be guided to the right key, and, above all, as soon as the 
tailor was successfully launched upon the right note the tone was 
correct—even mistakes would give at least a good tone as such— 
but the aged vocalist will, at each miss or hit, bring forth a bad tone. 

Only a few years ago I had the torture of attempting to prove to 
a pupil fifty years of age, who fairly forced me to take him, that 
cultivation of voice at a certain age was impossible. The man 
showed, even at his time of life, that he was, when young, in pos- 
session of a very fine tenor voice of great compass and strength, 
and that he had unquestionable talent for music. He would have 
been a tenor, beyond doubt,.for he still showed the great mania of 
all high tenors of boastingly attempting high C, and he would havé 
been a zeuore robusto, for his successful attempt to produce high A 
brought forth a blast as if coming from the- fog-horn of an ocean- 
steamer. I tried to dissuade him from taking lessons. Some of 
New York’s teachers, however, gave him great encouragement, and 
he made up his mind that he would take lessons; still he insisted 
upon having them from the only one who discouraged him, He 
persevered for three or four months, in spite of repeated entreaties to 
stop. As he had previously learned the elements of music, not only 
in attempting to play the violin and flute in former years, but also by 
reading at sight, he learned, of course, a few melodies; but as far as. 

. eultivation of the voice is concerned, he made very little progress—it 

"' would have been a miracle if he had. Still, even actual failure’ 

could not convince him, and when I said that-I had. positively 
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decided not to continue the farce any longer, he informed me that 
he was bound to become a great singer, even though it should cost 
him a thousand dollars! But as he could not find among the teach- 
ers upon whom he called one who had conscience enough to dis- 
courage him in the least, but rather overdid their mad cravings for 
a new pupil by holding out to him the promise of the most flattering 
results, he became distrustful, and concluded to postpone his vocal 
training to the millennial season. 

Before dismissing this subject I should like to answer the following 
question: Why is it that we find in this country a great many very 
accomplished lady singers, both professional and amateur, but only 
a small number of male vocalists who would compare favorably with 
their fair competitors for vocal honors? It would be absurd to 
contend that the ladies have a monopoly of vocal talent, The cause 


of this disproportion must be found in the theory of the “bad boy” 


ho as * young America " is allowed to "run" himself, and his tastes 
seldom lead him in the direction; of musical elements, or the tedious 
and slow progress of piano instruction. Slow, arduous work like 
learning music is distasteful to the American boy,asa rule. When 


he grows older he gets into business, After he has gained à footing. 
there, and has seen a few young gentlemen who have had an educa- 
tion and musical knowledge beside their business training, and notices ' 


how much gmnore successful in Society thát.small class of young men 


are, he resolves to lead ati unmusical life no. longer. Only little, 


time can be spared from business and other duties for lessonis.and 


practice, besides it goes so hard and so slow now; when he was : 


younger it would have gone so: much quicker. The result i is either 
that he gives up after a couple of years of unsuccessful attempts, 


or achieves only a painful mediocrity. With a young lady it is’. : D 


different, A “musical education." is almost as great a necessity for 
her as his business training | ane a si silk hat are for the young man. 
She commences piano-lessons quite young, and. acquires at 
least the mental technique without tnuch trouble, and learns the 
elements of music at a time wh iit can be done almost like child’s 
. play. If she has, ‘takes: singing-lessons as soon as she 
` has bloomed into young lady. we 
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The moral is this: Begin young, for when you are older it takes 
twice the time and labor to make up for what you have neglected 
in youth. Still I do not wish to discourage those who either had 
no opportunity or no will to learn when they were young. But my 
advice to all vocal and instrumental students who begin at the age 
of twenty odd years.is: Learn and improve as much as you can; 
but if your progress is slow, blame not your teacher but your fate. 
Music, and especially the art of singing, is a difficult, and very often 
a discouraging work even under favorable conditions. But when 
your age increases your troubles, you should not grumble, for it is 
only natural that a full grown rosebush should have harder thorns 
than a young plant. : 

What degree of musical education is required to begin voice- 
culture? In the best conservatories of Europe, notably those of 
Berlin, the rule has been to refuse every applicant to the vocal 
department who has not made a thorough study of piano-playing. 
This does not seem to be the rule in America. Here even a singing- 
teacher can flourish without being able to play the piano. Not in- 
frequently we hear the remark that in European conservatories | 
pupils are criticised too severely. However this may be, itis certain ` 
that here we are too lax. I believe the following rule should be 
Observed, namely, that a vocal pupil ought to know the rudiments 
Of music, play the piano sufficiently well to accompany a song, and 
be able to transpose vocal exercises to all keys. This brings us to 


§ 38. The Selecting of a Singing-Teacher. 

As I wrote the section-heading the thought arose if it should not 
zead *the selecting of a singing-pupil;" for it happens as often as 
not that a pupil is cauglit up by a systematic lesson-peddler before 
he has a chance to select his teacher. One hears almost incredible 
reports of the audacity, the shrewdness, the trickery and the wicked- 
ness displayed by these rapacious pupil-hunters. I will give an . 
example of the meanness to which certain teachers will stoop in 
order to snatch a pupil from another teacher. A young lady called 
on:Mr. N.: with a friend—who was a pupil.of Mr. X.—to have 
- -hetvoice tried with a view of taking lessons. In the course of the 
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conversation the young lady mentioned that she was not ready to 
decide “Ye as she Wished to see Mr. X. At this, Mr.. N. said: 
« pease SPAT Yourself that trouble, for Mr. X. amounts to nothing 
asa singing-teachey ; I know dozens of voices that he-has ruined. 
Moreovels he has no Character; at least, I know that he has stolen 
thousands Of dollars from his choir!" The accusation was basely 
false, and ^T. N. made it purely from professional jealousy. 
Sometimes a pupil or the parents have an opportunity or. the 
independence to choose a teacher for themselves. . I would advise 
~ them never to engage a teacher who: speaks disparagingly of his 
brother-Professionals,, The teacher should be. a gentleman, but a 
man, who St©OPs to calumnies and lies in order to gain a pupil is, 
to say the least, Not a gentleman, and is unfit to be the teacher of 
young ladies. Moreover, he is evidently. incompetent, for his con- 
versation gives €vidence that he is bitterly’ conscious of his own 
weakness _and Incapacity. He knows too well that he cannot 
measure himself at half length with;thosé whom he decries, and that 
he would stand no chance in a comparison with their merits. Thus, 
he who seeks to have an easy time in this world and who considers 
life too short to learn anything new, derides those teachers who are 
faithful students and conscientious, painstaking workers, a 
As I said before, some people think that for a beginner almost 
any teacher/is.good enough, if only he is cheap. If these same 
people are about to get.a new dress for their daughter they probably 
go from store to store, asking and examining, so as to be sure to 
get the best value for their money and the most becoming outfit for 
the young lady. Do they exercise as much care in selecting a 
teacher?. Maybe they do, but oftener they do not, Whichever way 
the case stands, itis a difficult and important thing to choose rightly. 
How can.one know who, out of the large number, is.really a good. 
teacher? In New York, for instance, there.are many good singing- 
teachers and a still greater nuraber of poor ones." How can people 
distinguish. between them? The rich not infrequently judge by the 
price. If a teacher has the presumption to ask $s for a half-hour 
lesson, then it, is thought he must be an exceptionally fine teacher. 
But you will oftén find the highést-priced individual a. charlatan, 
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You may doubt a man's ability if he blows his own trumpet loudly, 
tells of what he has done and what he can do. A man of profound 
knowledge and ability is usually modest. But when a man talks as 
if he were the great * I am," and is so saturated with egotism that 
he can see no merit in anybody else, steer clear of him, for: his 
teaching will profit you nothing. 

What the pupils of certain teachers say is also not always reliable. 
They invariably talk as théir master does. If he is unprincipled, 
he will cause his pupils to be unprincipled also. Not infrequently 


pupils leave à conscientious teacher because he dares to do his duty * l 


and tells them the truth about their voices, or their neglect of study; 
br their lack of talent, etc. Or perhaps the teacher is a choirmaster 
and has had occasion to dismiss a pupil from the choir. This 
teacher will be persecuted and slandered ever thereafter by that 
pupil. How can these things be found out? I have neither thé 
time nor the ability to formulate rules that will prevent imposition 
in all cases. Still, I will endeavor to add some advice to what has 


already been given. 


If, when you apply for lessons, the teacher praises your voice and. 


your professional prospects in unmeasüred terms; if he'promises 
you a brilliant career in grand opera when you have reason to believe 


that your voice is only a moderately good one, you had better let `; 
your judgment watch your vanity, so that you will’noti:be led into. 


the trap of uselessly paying large sums for tuition season after season 
Again, if a teacher asks large payments in advance, ‘either, for 
whole season or for the greater part of it, you may distrust him. 

is. inadvisable to put yourself at t 
ruin your voice, for all you know. Becaus 
taken lessons of him and tries to induce you to go to him, 
itself a sufficient guaranty -that 
may not herself realize-h 
will yet have to suffer. 
becomes much fatigue 


T f 


e Miss So-and-So has 


If you have begun lessons and your throat 


does not come from a cold, then leave your 







inue so. 





he mercy of a teacher who may. 








isnot in ' 
he is a Competent teacher. She ^ 


ow little she has learned and how much she . : 


d; if it often gets sore and your voice gets . 


‘go.ag not to lose the, money paid in advance |: 


4 
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- Not infrequently an applicant for vocal lessons will be told by a. 
teacher that in a short time he will give her—if she is a mezzo- 
soprano—or him——~if he is a tenor or a baritone—the high C, nothing 
less than the high C; for his exercises are so powerful, his method 
SO sure, that every one can get high C. Take my advice, let him 
alone; the talk of high C is all bosh. It is nothing but bait to catch 
afish. Another teacher, when asked what he thinks about breathing- 
gymnastics, nearly falls into fits in his mad endeavor to show their 
folly. Bid him good-bye. If your friend, a pupil of Signor Asi- 
nini, advises you to take lessons of him, ask-her what the first lessons . 
were. If she says she began at once with scales, éolorature exercises, $ 
and operatic arias, make up your mind not to risk it. 
. I also wish to recall to your mind what I have said about “ manu-- 
als” or “singing-methods,” or ‘vocal instructors.” If a teacher - 
uses such ‘books for his, lessons, I advise you not to embark in his 
boat. If a teacher promisés to make you a finished artistic singer _ 
in a year or so, you can take for gr ted that he is a humbug. The T 
old Italian method acted upon the principle, * ars Jongá, vita. brevis,” > 
which means, “art is long, but life i is short" Nowadays, some . . 
‘teachers*think that life is so short that it is not worth the trouble to 
learn the art, My dear young student, let him think so and keep: 
out of his way. Also, find out before you engage lessons what the . 
teacher's methods are in regard to vocal registers. df hé: says that 
athe voice Must have three distinct tegisters upon certain dividing. 
es, or if he contends that there aré: no registers. at all, but that, 4 
fou must sing with the larynx held fixed at thé lowest point in the es 
throat, then you will do. well to. look further. If he tells. you that 
he has made the great. discovery that there is no distinction bétwéen ; . 
female and male voices, and that. consequently he: treats all alike; 
then you ought not to trust yourself to his. ‘care any sooner than’ yow Ur 
would cut your throat. Finally,if you hear the teacher. talk, ina 
‘squeaking, nasal or otherwise. ut asant voice, you may. feel satisfied - 
'that he can do your voice no since he does not know how to 
' Improve his own, I need not ie 
followed i it will savé pu ils m 
. ment and: injury. . 
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` § 39. The Easy Range of Tones and the Classifying of Voices. 
After a good teacher has been selected, the next important question 
is: What kind of voice has the pupil? It seems absurd to mention 
the distinction between female and male voices. But an amusing 
incident happened to me touching this very point. Several years 
ago I was looking for a first tenor for my choir in St. Paul’s Chapel. 
One day a middle-aged lady called and asked if I was looking for 
atenor. Upon receiving an affirmative answer, she offered herself 
‘for the position. “You misunderstood me, madame,” I said; “I 
am looking for a tenor.” ‘Oh, yes, yes, I know,” was the reply, 
“but I am a tenor, a regular tenor!” ‘Excuse me,” I answered, 
-“but I do not understand you.” For curiosity’s sake, however, I 
stepped into the choir-gallery to hear her sing Mendelssohn's touch- 
ing recitative and aria, * Ye people, rend your hearts” and “If with 
all your hearts.” She sang it in exactly the same key as a regular 
tenor. ‘The lowest note she had to sing was F, fourth line, bass clef; 
the higher tones had an alto character; still, her lower tones had a 
very coarse, almost masculine sound and might easily be taken as 
coming from a tenor. I told her that though unprejudiced against 
‘herself or the female sex in general, I could not engage a lady while 
- T could find a man to fill a man’s place. 

What kind of voice has he or she got? This is generally believed 
to be the most important question in the beginning of voice-culture, 
- a question ‘that must be answered before teachér and pupil begin. 
their work. Like many pet theories that have become tradition! 
T cannot accept this as a reliable opinion. I know many cases where 
teachers have made mistakes as to the classification. This is a 
Serious matter for two reasons: First, because such a mistake is very 
injurious to the voice; and, secondly, it is ‘usually’ a long time before 

the pupil will find out the error. The teacher who’ committed the 
blunder may havé detected: it himself after a couple of months or 
sooner, but did not possess sufficient manliness to tell the pupil and 
to change his method while it was yet time and before any serious 
damage had been done, -I cannot see how it would hürt' a teacher's 
reputation to be honest with his pupils. - -We äre all human, and 
‘humanity ıs not infallible. But the error should always ‘be coirected + 
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at the earliest moment. The doing of this is indicative of true 
manhood, whereas it is criminal to persist in the wrong course and 
thus ruin the pupil’s voice rather than confess your mistakes, fearing 
thereby to dim the lustre of your imaginary greatness. Some voices 
are not only difficult to classify, but it is sometimes almost impossible 
to get a correct understanding of them at first. 
Even an experienced ear may sometimes be deceived. The reason 
is this: There are comparatively few voices of really decided char- 
.acter. "We need not wonder, for we find only four kinds of voices 
among males and females: Soprano and alto, tenor and bass. The 
mezzo-soprano takes some of its distinctive qualities from the soprano 
and some from the alto. The baritone is a voice that sometimes 
reminds: one of a bass, at othertimes of a tenor. Some vocal 
methods. and physiological treatises state that the most distinctive 
feature of a voice is its compass, and that therefore the compass 
should decide the classification. This is wrong; the guality of the 
voice is a more reliable feature upon which one can decide with 
greater certainty the kind of voice. It matters little whether a high 
soprano can sing high C or not, if her voice has the brilliancy and 
flexibility that is required. A mezzo-soprano may easily reach high 
B flat, but when her voice has a quality as if it were a mixture of 
soprano and alto then it would beruinous to treat it asa high soprano. 
Again, if her voice could go as low as any alto, but if her tones 
constantly remind one of a soprano quality more than an alto, it 
‘vould. be just as dangerous for her voice to be treated as an alto. 
We frequently meet tenors who can barely sing a high F; still this 
is no reason that they should not be classified as tenors if the quality 
of voice is that of a tenor. 
But even the quality.is not always an infallible tule by which to 
classify a voice, It often happens that a person has a preconceived 
notion or preference for a certain kind of voice. A young man, for 
- instance, has a fancy to-be a tenor. He listens with delight to all 
‘tenor singers, imitates them. and acquires the quality of a tenor 
voice, though he may not have the usual compass. A skilful teacher 
might doubt the voice on account of some tones inadvertently sung 
in a natural quality, still many, i if not the majority, coüld be deceived, 


t 
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I know an organist who possesses a very characteristic bass voice 

with a compass of two and a half octaves. At a weekly evening 
service at which a mixed quartet did the singing, the tenor was once ` 

absent. The organist, therefore, sang the tenor pait and imitated a 

tenor quality so perfectly that a gentleman, who had the reputation 

of being a good judge of voices, inquired afterward who the tenor 

was, for he “had seldom heard a tenor voice of such true and pure 

quality.” So well was the voice disguised! ° 

; Can every person learn to distinguish the quality of a voice ? I 

. should not dare to answer in the affirmative, for I have seen such 
unpardonable blunders that I am forced to believe that some persons 

are naturally color-blind in regard to tone-quality, if I may be’ 
allowed to use this expression. Such tone-blindness is vei y y 

cure. One thing is absolutely certain, that the skill of distinguishin g 

the various tone-qualities cannot be acquired by study outside of 

and apart from individual examples. A voice-quality, or, to be 
plain, a tenor, a baritone, a bass, a soprano, a mezzo-soprano or an 

‘alto quality cannot be described by words ; it cannot be painted with 

bbe colors; and it is entirely beyond the human mind to invent means 





Hee 


"of drawing an illustration of voices on the pages of a book. This 
accounts for the many conflicting opinions which even experts may 
express in regard to a voice. | 

It has already been remarked that the classification of a voice- 
quality at the beginning of voice-culture is frequently a dangerous 
undertaking on account of the mistakes that are easily made. But 

it is not necessary to begin with classifying a voice, Instead of . 

iem attempting it the vocal teacher should examine a pupil's voice care- 

pp E fully in order to find out where he or she has the easy range of tones. 
501,5. If you first cultivate these by the breathing-method explained . 

ataca previously, and make itan invariable rule that the pupil shall not 

^1. "sing a half tone above or below that range, until hè ór she can pro- 

CU. duce it freely and easily without force, unevenness or break, then 

"| « the voice will classify itself and it will be impossible to make à - 

"Amüstake, The teacher who has had little experience, and the teacher . 

10: is. tone-blind, can hardly go astray if he follows this advice, . i 


bis brings us to the next question : 


As gts 
DE 
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In what bart of the compass can the easy range of tones be found, and 
‘how many tones does it contain ? Ana 

Before I give a definite answer I wish to call the student’s attention 
to an observation that can be made on every voice, namely, that the 
tones of a descending scale become weaker the lower a singer goes; 
the last three or four half degrees that are singable differing materially 
in strength and timbre from those in the middle range. Not only 
that, but every successive lower tone is weaker than the preceding 
one, and the last tone is barely a musical sound; and besides be- 
coming weaker and poorer, they consume more air and require more 
force for their production. The same is true of the tones in the 
high range. It is incredible—or I should say unexplainable—how 
the abgurd idea that the first thing in voice-cultivation is to lay the 
foundation low or, in other words, to build up the voice on the low 
tones, has gained ground, as if these tones could ever be considered 
the natural basis of a voice! Of coursé, I know.that the most | 
important thing in voice-cultüre is a good foundation, but everything z^ 
depends upon the conceéptión.one has of this foundation. Jo thes 
whole physical domain, where the law of gravitation is. in force, the 
foundation is always the lowest and heaviest part. The higher thé 
Strücture to be erected, the heavier the material of which it is to bé 






built, the deeper the architect digs and the larger and heavier the —: - 


Stones used for the foundation. This fundamental ptinciple of 


architecture has been used as. an illustration’ in educational. circles | a 
from time immemorial, “: Lay a good foundation; build the founda- ` i : 
tion deep." No advice is of greater importance to young students... ` 


than this; but in no branch of Science have I heard educators so 
misapply it as do some yoice-builders.. Lay a good foundation= - 
yes! But accept it in. its figu tive sense, and not as if. -you were 
à master-mason, "What has the. gw of gravitation. to do with the . 

Voice and with. voice-buildin; 

Every: unprejudiced mind sh 

If a soprano ora mezzo-sopranc 

that the lower tones are the fund 

ones, she will invariably los 

. range... Suppose she does 











f che higher 





trong low tones, down to low . 





pn nner of her medium - - 
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‘A or G, what does it benefit her? Such low tones are seldom 


needed by a mezzo-soprano, and never by a soprano. Moreover, 
since they are gained at the expense of the valuable medium range, 
is it not foolish, even inexcusable, to sacrifice a treasure for no other 
purpose than that the teacher may cling to a foolish notion? About 
three-fourths of the notes in an ordinary song composed for mezzo- 


sopranos and average sopranos are in the medium range; the other 


fourth may be notes belonging to the range above and below; but 
notes below the first added line in treble are very rare in songs 
written for this kind of voice. If an alto voice is dug out, as it 
were, very low, it may lose in volume in the medium range and also. 
lose a couple of its highest notes. The basso-profundo will suffer 
the least from this unnatural method, still his highest notes will be 
impaired. The,baritone will share the same fate, and the tenor also 
will sacrifice some of his highest tones. "This proves conclusively 
that the easy range of tones cannot be found in the lowest part of 
anybody's voice. ` 

It is almost unnecessary to say that the easy range is never found 
in the highest part of a singer’s compass, not because the foundation 
of a structure cannot be put on top, but because the higher a singer 


"goes, the harder it is, and the more force is required to. produce the 


tones. The easy range of tones is invariably the medium part of, 
the singer's compass ; they are those notes that he or'she can pro- 


. duce in the most natural way, full and round, without difficulty and 


without breaks. In attempting the following illustrations of notes 
belonging to the easy range of tones, the reader must remember 
that I do not intend to establish a rule that can invariably be used 
for all cases. No! The examples are intended to serve only as 
an aid, and they must be adapted to the individuality of each 


voice. 
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"he easy range of a TENOR is: E Ah tee more or less 
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more or less, 





The easy range of a BARITONE is : eS 


` The easy range of a BASSO is: ee re more or less. 





I have found voices that had a larger range of easy tones than 


given in the above examples, extending both higher and lower; . 


but I have also met a much larger number with à smaller range of 
easy tones than given in this list. The reason why the number of 
tories contained in the easy range is sometimés'so small, is because 

' breaks are oftén found in the transition from the lower range to the 
medium, and ‘from this to the higher. But as this touches the 
theory of vocal registers or breaks, I need not now enter into the 
particulars; the student will find the explanation in Chapter XII. 

_ Having fully considered the preliminary steps, I take up at oncé 
the theory and practice of tone-production. It has been stated that 
a human being cannot produce tones like a musical instrument, un- 
less one sings with the mouth closed. Pardon’ me for calling this 
singing! The ‘voice needs yowel-sounds in’ order fo be musical, 
It is, therefore, necessary to know what vowels are. 


CHAPTER IX. 


—— Á ¢ 


THE RÉSONANCE-CHAMBERS FOR THE FORMATION OF VOWEL- 
SOUNDS AND CONSONANTS. 





It is hardly necessary to remind the student of the difference 
between tone and vowel-sounds.. Tone is produced by vibrations 
of the vocal ligaments. Upon the tension of the vocal ligaments 
and upon the position of the larynx depends the pitch of the tones; 
produced; but the voice-box is not capable of producing vowel- 
sounds. ‘After the tone is made it enters the pharynx and mouth, 
the shape of- which can be altered at will, and this determines the' 
character of the tone as to its vocality. Helmholtz calls the mouth | 
the resonance-cavity for the formation of vowels. To this end, the 

` mouth consists not only of solid walls but also of flexible and 
 fnovdble parts, which make it possible to váry the shape p, thé. 
resonance-cavity. i i 


§ 40. The Solid Parts of the Resonante- Cavities. 


The walls of the pharynx, the roof of the mouth, the teeth, the 
hard-gums and the. posterior nasal tube form the solid and immov- 
able parts of the resonance-chambers. Will-power and: human in-: 
genuity can do little to alter any of these parts, should they be 
unfavorably formed. It is of the. greatest advantage in voice-use to. . 
possess a; highly-arched mouth-roof and à rourid, wide pharynx-wall... 
"Regular teeth are not less conducive to good. tones. The configu. 
-fation of the teeth may be changed by a dentist, and the spaces’ 
used by lost teeth should be filled, because they impair the purity. 
of vowel-sounds as well as the correct articulation of consonanits.. ° 
This is. very important in regard, to the upper teéth, particularly the . 
“aapper front teeth. The next important : cavity serving as resonance- 
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chamber for vowel-sounds and a number of: consotiants, especially : 
those of a nasal character, is the posterior nasal tube. Its roof is. 
particularly important for the head-tones of female voices and the: 

upper range of male voices. 


§ 41. The Movable Parts of the Resonance- Cavities. 


Some parts of the resonance-cavities are movable, and these, as I i 
have just previously said, modify the sound-waves so that vowel- : 
sounds are created and articulation in genetal tis made possible, `- 
The voice is very different from other musical instruments, in which | 
the resonance-chamber has no other use than to make the tones mu- S 
sical, and can never produce vowels or articulate sounds. True, we 
say of the violinist that he makes his instrument speak in bright and 
dark colors, etc.; thesé shades are not caused ‘by the resonance- . 
chamber, but by the touch of his dangers and the workings of the bow. ~ 
upon the strings, | Ens L 

The movable parts. of the’ ssonaiice avity « are: The tongue, the Y 
soft-palate with the uvula, the arches ór fauces, the cheeks and lips,’ | 
the lower jaw, and the epiglóttis.: The movable parts require close 3 
attention. A singer who has not acquired complete control of . 
these important instruments of vocalization cannot sing a pure: tonei- - 

The Tongue.—Thė tongue i is the most important muscle jn "the. E 
formation of the vowels and in articulation, Any one unfamiliar - 
with anatomy has not the ‘slightest idea, of the complicated construc: i; 

. tion of the tongue. “When the ‘mouth is shut the tongue fills the : : 
whole cavity. When the mouth: is open,, the: tongue , can executé 
the greatest variety’ of ‘movements, with astonishing velocity. Vety 
many people have not the. least € jntrol over the movements, of theii 7 
‘tongues, except. ‘instinctively in‘ ing. | If the vocal. teacher asks UD 
them to’ open the mouth and "a Certain movement with the 
tongue, they may do just. e opposite ; ; ot the tongue may be seen 
curled up in front, the tip almost, if: not entirely, touching 1 the roof | / 
of the mouth; or it may be thrown back in a | 
against the entrance of the : 
‘Hnporant that the vocal stu 
à miror. frequently, ceer 
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mechanically, but by a positive and conscious direction of will- 
power. The tongue takes a different shape: and position at every 
vowel-sound; this will be examined in detail for every vowel and 
consonant. ‘Tongue-exercises will be explained in Section 59. 
_ The Lips and the Cheeks.—The upper lip plays the most active part 
im the shaping of the vowels. It should never be held against the 
teeth when producing vowel-tones; indeed, there should be. often a 
little Space between the upper lip and the teeth, so that the vibra- 
tions of the sound-waves can have free play. For this reason, the 
upper lip should show, to a certain extent, all the front teeth, includ- ` 
ing the.first molars, If it touches or covers them, it.causes a sound 
similar to the sound produced’ by playing on a comb covered with ` 
Paper. oo 
The under lip is the subordinate of the upper; it follows its 
movements like an obedient servant. One thing must be. carefully 
watched, namely, that it is not stretched, or pressed against the teeth, 
or drawn down more than to uncover just the upper part of the 
lower front teeth, Any one who, in singing, exposes the ‘gums of . 
the lower teeth would not only present a ghastly appearance, but . 
would also produce very bad tones. . Moreover, if the upper lip per- 
form its part well, the lower lip will take care of itself. The pupil 
should practice before a mirror.the various degrées of smiling, so 
that he may learn to control the lips at will, without assuming an 
unpleasant, grinning expression. In the smiling position of the lips 
he will also best learn to keep the lips and cheeks away: from the — 
teeth. The,cheeks.as continuations of the lips need.no attentión | 
other than the remark that they are always managed with the lips. ~- 
The Soft-Palate and the Uvula;—* The soft-palate is.a movable fold, 
suspended from the posterior horder of the hard-palate, and forming 
an-incomplete septum between the mouth and. pharynx. Hanging 
from. the middle of its lower border is ‘a small, conical-shaped, 
pendulous process, the uvula; and arching outward: and downward 
from.the base, of the uvula on each side are two-curvéd folds of 
mucous membrane, containing muscular fibres, called thé’ anterior 
and posterior pillars of the soft-palate. The tonsils are two glandular 
organs situated one on each side of the fauces, between the anterior 
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and posterior pillars of the soft-palate,”®. As far as it concerns us 
now, I need only state that these parts serve as the first outlet for 
tones. Exercises for practicing. the uvula and the soft-palate will 
be found in Section 58. 
- The uvula is often too large, either by náture or, more frequently, 
from a disease called “ prolongation of the uvula.” Some doctors 
try to cure it by stringent medicines; others. cut off the elongated 
part. This seems to me the shortest and most satisfactory way. The 
: operatión is absolutely painless, and the relief is so great that the 
‘slight wound is not to be taken into consideration. My uvula was 
clipped about eight years ago, and it has not troubled me since; 
but if the difficulty should reappear, I should not hesitate to have 
the operation repeated. But let me emphasize one thing: The 
physician must know exactly how much to cut off. If too much of 
the uvula be removed, the voice will suffer. . Therefore, only a 
competent throat-specialist should be employed. I remember only. 
one case of a deformed soft-palate and. uvula of such enormous size 
that it was impossible for the pupil to raisé them, so that she had to 
relinquish singing, as a surgical operation was out of the ques- 
tion. 

The Tonsiis, — The tonsils also often become enlatged by inflam- 
mation or other causes, and are a great hindrance to the frée egress of 
voice. Some physicians prefer to operate on them with the so-called 
guillotine, others to treat them with stringent medicines. ‘The 
shortest process and the one likely to give relief for many years, is ~ 

` the surgical; but it must never be performed by the barbarous use 

of the old-fashioned round scissors, "This is very dangerous, while 
the guillotine cannot do any harm. The tonsils must not be sa 
upon when they are highly inflamed. yu E 
The Lower Jaw.—-Little need be said here about the lower jaw. 
. When I treat of vocal defects caused by a faulty action of the lower 
jaw, full particulars will be given about it and also about the position 
which it should take for each vowel. In all vocalization—and I 
wish to emphasize that I do.not exclude articulation from this general 
temark—the lower j jaw should e kept perfectly relaxed, all orampin g 

EE natemy, p.i. ——— 
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and stiffening should be avoided, and under no circumstances should 
It be allowed to project, / 
The Lpiglottis—All the movable parts of the resonance-cavities. 
mentioned so far are subject to the will, Some physiologists claim 
that the epiglottis also is, at least partially, influenced by will-power: 
I do not admit this, because the influence of the will upon its move- 
ments is so indirect that I prefer to consider them merely automatic . 
actions like those of the larynx itself. The epiglottis is a leaf-shaped, : 
flexible cartilage; broad, rounded and free at the upper part and . 
attached only at its long, thin, lower end to the front part of thé :. 
larynx and to the lowest part of the root.of the tongue. During. 
the inhaling of air its direction is vertically upward, its free extremity- 
curving forward toward the base of the tongue. During singing its » 
Position is directed mainly by the movements of the larynx. As th 
latter rises, the epiglottis ascends, and vice versa. In the productio 
of bright vowels, it is higher in the lower cavity of the pharynx 
during the singing of darker ones, correspondingly low. The sam 
relative position is assumed according to the high or low pitch o 
tones in connection with the larynx. In my method of tone-produc 
tion, this is all doné in an automatic way by the breathing-muscles. 















CHAPTER X. 


THE PURE VOWELS AND HOW THEY ARE FORMED. 





Two difficulties confront me in attempting to describe clearly 
and accurately on paper a vowel-sound, in regard to. its shape in 
the mouth of the speaker or singer. I must, therefore, inake some 
explanations before proceeding further. m 
(a) 4. Vowel Tape-Measure not Practical.— Yncredible as it seems, 
such a thing hás been atteinpted, though, to my knowledge, it has: - 
never been patented. 1 know of three, in many respects reputable, : 
authors of vocal treatises wlio give thé exact size of the opening 
of the lips and the exact space between the two sets of teeth; yes". 
even the length of the tone-column from the larynx to the teeth!” 
I do not doubt that these authors were in earnest and meant to do 
a service to science; but I cannot bélieve that their claim of merit ` 
will be recognized by intelligent and practical vocal teachers. © 
General rules for the shape of the lips, the opening of the mouth, 
the position of the tongue and, in fact, for all the movable párts of 
the resonance-cavity can be given; but the practical: teacher will - 
find himself compelled at every step tó. modify these rules according , 
to special and individual chatácteristics, In the teacher’s mind and | 
' ear there must be an accurate model of an ideal tóne, true picture . 
of every vowel-sound pure and clear.’ Julius Hey calls this. the 


‘Normal Ton, With this mental picture the teacher lets the pupil 
experiment; and, watching all ihe parts of the resonance-cavities, 
he will compare the tone produced with his ideal tone and continue 
to correct here and there until the two tones seem to be alike. 
- While it is absolutely nécéssary.to establish rules and measure. 
ments that will serve.as a guide to the pupil, still it should always be 
kept in mind that the rule be adapted to the pupil, and not the 
10 " cU UE dede d 
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. pupil'twisted and distorted in order to conform to the rule, The 
_ teacher should not hesitate to give advice contrary to the rule, if he 
cannot otherwise gain his end. The reason is obvious, for two 
individuals with resonance-cavities exactly alike cannot be found ; 
^ these parts differ as much, if not more, than do faces. ' It is imprac- : 
ticable to lay down a universal rule for the exact width of the open- | 
ing of the mouth, or of the air-entrance into the mouth, or of the : 
. Gistance from the top of the larynx to the front teeth. Such a vocal 
-. tape-measure can be fitted to one person only—to the one for whom . 
‘it is constructed. In no other case would the rule apply in all par- Ò 
' ticulars; consequently, such methods are worthless. . But since some :: 
measurement js. necessary, I make use of the pupil’s thumb and index - 
finger, as it is taken for granted that his different bodily parts are in : 
symmetrical proportion one to the other. Thus my method of | 
‘Measuring adjusts itself to the individual. "The other difficulty to. ` 
"s" be removed is: i 
v. QU) The Indefiniteness of the Characters used for the English Vowels. 
| =My embarrassment in treating this subject does not arisé from an 
endeavor to analyze the English vowels, If this were my object, I 
_ might take A, Melville Bell’s celebrated work, “Sounds and Their 
.". Relations,” and. make copious quotations from it. Still less am I 
"attempting to write a pronouncing dictionary. My task is to give 
a simple, sure method of producing pure tones, and to this end I 
must condense the pure vowel elements of the English language 
for use in vocalization. I must also. distill, as it were, the double 
and inixed vowel-sounds until I get a pure drop in which shines 
“the clear light of a pure vowel-tone. For this purpose I select six 
long and five short vowels, and explain the sound of each one by. 
words whose pronunciation, in every case, admits of no uncertainty, : 
' Í do this because, in the English language, a number, of different 
vowels and vowel-combinations are used to, denote one sound 
and, again, others signify a sound that one not tráined to this | babe 
_sonfision © could a néver guess. T hope the teader will understa 










































PURE VOWELS AND HOW FORMED. 131 


matter: Merkel’s Physiologie der menschlichen Sprache ; Brücke's. i 
Systematik der Sprachlaute; Juhus, Hey’s Deutscher Gesangs- U ater- 
richt; Alex; J. Ellis’s “ Pronunciation for Singers;” A. Melville 
Bell’s “Sounds and Their Relations ;" Plumptre's ** King's College . 
Lectures on Elocution," and others. / i 
I give a more or less complete list of different English characters: 
used to represent the same vowel-sound. For this I take the lib- ` 
erty of using Prof. Bell’s vowel-tables as given in Mrs. Frank Stuart | 
Parker's * Order of Exercises in Elocution,” though I deviate in 
a few instances, because I treat the English language not as visible . 
but as audible speech, just as I learned it—a living, spoken torigue.. 
Therefore, if any of my readers do not agree with me on some 
Points, let them blame me, and not Prof. Bell. DE 


§ 42. The Long, Pure Voc. Sn. werde) 
This is the samé sound às. ignited sj the letter ¢ in father: "fne 
physiological process of this sou nd is'as follows: "Thé lowéf jaw: is 
dropped lower than for any ther vowel-sound, but not so:low as: 
| to require force to keep it‘in position, or to. cause stiffening of the ta 
jaw. The lips assume a ‘faint-smiling position, and the teeth: ‘aré 
kept so far apart that the student, if he wishes’ ‘to ru it, eim 
admit the thumb edgewise between them, Thé t | 
the mouth, its point . exactly | behind and: | rit 


lower teeth, the sides p estin 













“should the a shallow du é 
oe is | dráwn down witho E 
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au—hauint, aunt, draught, laugh, laundry, launch, gaunt; 
ua—aqualm. J 
A—á. 

This is the vowel as signified by ai in gain, or ay in pray or day, 
the same as the German e in ÆAren. The lips assume the position 
of a pleasant smile; the lower jaw is drawn down sufficiently to 
admit the second finger flatways beween the teeth. The tip of the 
tongue is kept near the beginning of the gums of the lower front 
teeth, barely touching them, its middle part rounded upward toward 
‘the roof of the mouth, and forming, with it, a correspondingly 
curved line from the teeth to the fauces. The sides of the tongue 
are held against both the upper and lower molars on each side, with 
a very light pressure against the upper ones only. The soft-palate 
and uvula are pushed back against the entrance to the posterior 
nasal tube, but do not touch the pharynx-wall. The larynx is a 
little higher than in a position of repose. No direct pressure by the 
muscles of the tongue-bone should be allowed. ` 

The student should distinguish between three long æ sounds. 
One has been classified in the preceding vowel-sound as aa; the 
one which we signify under this heading as 4, always with this dia- 
critical mark over it, is the second; and, lastly, 2, which will receive 
attention among the diphthongs (see Section 72). , 

This vowel-sound is also represented by the following characters : 


ey—obey, grey, convey, prey. 


EE—ee. 

.  ffhis is the sound as the ee in feel, bee, tree, queen, seer, teeth, eel, 

etc. The lips assume the position of a decided smile, more so than 
in the preceding vowel; the upper lip should be kept away from the 
teeth, as also the cheek-muscles from the upper and lower. molars, 
and great care exercised that the smile does not resemble a grin. 
The opening between the teeth is only large enough to admit the 
tip of the second finger flatways. The tip of the tongue is held 
lightly against the lower front teeth, and the sides of the tongue are 
pressed against the upper molars and also partially against their 
liard-gums, so that the air is let out only through the flat channel 
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that is left open. The soft-palate is raised higher, and the uvula is 
pushed back against the posterior nasal tube and may even touch 
the pharynx-wall. The larynx and the tongue-bone ate also raised. 
as high as is possible in tone-production. But force must not be used, 
and the throat should not feel hard and swollen, no matter how loud 
a tone is sung on this vowel. It is to be regretted that Mr. A. J. 
Ellis, in his book “ Pronunciation for Singers,” gives the following 


dangerous advice: ‘Grasp the throat gently above the larynx and — 


feel that it is fully hard and swollen.” Any one with the slightest 
idea of a normal tone will perceive that the sound ee given with such 
unnatural throat-strain will cause an unpleasànt sensation tō a re- ` 
fined ear. Moreover, such hardness and swelling of the throat are. 
unhealthy, and will surely lead to local throat-troubles. l 

This vowel-sound is also represented by the following characters: - 


e—ne, hero, detail y 
i—fatigue, marine, uniĝue, police; michina s 
@—minutiæ, peåñs c 
ae—aerie, Aegean, Aeneid, uin y 
«y—quay ; 
ea—sea, peace, leaguie, eat, deal ; 
ei—either, neither, ceiling, receipt ; S 
eo—people ; 
99s > š 1 
ie—field, shield, friese, thief Jiend, mischievous $ ` 
0e—antoeci, octites, oedema, amphisboena , 
uoi—turquotse. 

AW—aw, 

This is the sound as the áw àn thè words Zaw, raw, ee; p 
etc. The easiest way to picture to: one's self the position of the 
resonance-cavities for this vowel is to pronounce the vowel aa ; then 
change the lips into a half-round: position, and draw the lower lip 
Very slightly away from the teeth outward but not down, The lower 
jaw should not be pushed outward at all, but is dropped, though not. 


as low as in aa. The lips em therefore, not quite so far apart as in 
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aa. The tip of the tongue moves down to the edge of the gums of 
` the lower front teeth. The back part of the tongue is a little higher 
than in aa, and the soft-palate is not so far drawn toward the pharynx- 
wall because this vowel-sound needs more reverberating air in the 
. posterior nasal tube than almost any other vowel-sound. The larynx 
also.is a little lower than during the emission of the aa-sound. 

This vowel-sound is also represented by the following characters : 
all, ball, also, albeit, walnut, false, falchion, walts, water ; 
au—Faul, haul, autumn, pause, cause, taught, sauce ; 
ou——fought, sought, bought, nought. 

This is pronounced like the 2 in pole, old, go, mold, bolt, olio, yolk, 
‘roll, antelope, holy, host, etc. The lips are drawn forward a little 

: more and into a rounder shape than in the previous vowel aw. The 

. Jower jaw is also a little higher, and the opening between the teeth 
not quite as large as in the aw-sound. The tip of the tongue is held 
against the hard-gums of the lower jaw a little lower down than in 
^w. Tf the student finds that with a hold of the tongue upon the 


ee ‘hard-gums he does not succeed in giving sufficient roundness to the 


.".9-sound, he may try the tone with the tip of the tongue barely - 
; toucliing the lower gums. The rest of the tongue is in nearly the - 


i - same position (perhaps a little higher) as in the @w-sound. The | 


I larynx is in a lower position than in any of the preceding 
' Nowels--the same pitch being taken, of course, in each case, else’ 
” the comparison would not serve our purpose. 
_ This. vowel-sound is also represented by the following characters : 
. ao—Pharaoh 3 
au—hauteur, hautbay 3 
eW—Sew, sewed § 
cau—beau, rondeau, bureaus 
: CO—YEOman ; 
oehoe ; 
x pi "s 
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This is pronounced as in the word! dol. The lips are -— a 
farther forward than in the preceding vowel-sound, and the open 








cannot be too careful in. soar against stiffness o or r cramping i f 
any part. The tip of the. tongue mayb be: held at a little lower point. - 
than i in the former vowels? buni 














to draw the tongue back : some distant 
and allow the tongue-tip to: remain pe 
Part. The back part of the tongue 
of the air-passage from the: trache 
with the contracted shape 
tivate a round, large mus 

In regard to the posi 
not agree. One says tha 
lower than 00; spe a 









‘case, I am of the: opini 
The forward turn of thi 





direction, thus protrading th 
the larynx may have bee 
lieve that in the.ce-sound 
in o, but in the former. iti 
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This vowel-sound is also represented by the following characters: 

o—to, do, who, into, tomb, lose, prove s i 

u—rule, true, rue, ruby, Druid, rhubarb, sumach ; 

ew— chew, brew, threw, grew, shrewd ; 

ceu—rheumatism ; 

0e—shoe, canoe ; 

ou—through, youthful, croup; you, DE route, group ; 

ue—rue, issue, accrue, true, fue ; 

ui—fruit, recruit, bruise, juice, sluice s 

u—pull, put, butcher, push, cushion, puss, sugar, pulpit. (Thisu - 
is a very short oo-sound.) 


§ 43. Zhe Short Vowels. * 


There are six short vowels—4d, as in dat; g, as in det; 2, as in hit; - 
ð, asin zot; w@, asin cut; and b as in book. 
A, as in Bat, Rat,Waft, Amber, Patent, Shall, etc.—Yhe pronuncia- 
tion of this vowel in singing must be determined by the musical ear. 
The so-called * Yankee" @ is the least fit for a musical tone, In. 
order to find the most pleasing musical sound for the short a andl! 
yet be distinctly understood, put the mouth and tongue into the: 
exact shape and position described for the long vowel az; then: 
modulate into a gentle smile and pronounce with a very light, short . 
throw of air the same vowel, and you will have a musical short a. ' 
É, as in Let, Met, Ferret, Legend, Rend, Pet, Set, ete.—This vowel 
is also learned by a process similar to the preceding one. Let the 
lips assume a smiling position as in practicing the long vowel d. 
Then make the opening alittle rounder and produce the 4 as a very 
short sound; the result will be the short ë. 

This vowel-sound is also represented by the following’ characters: 


a—many, any; , 
| w—bury, buried; — 
 "ae—Michaelmas ; 
: ea—feather, head, jealous, rdg 
d ze Jegard 






* Comi = '$ 5» P. 185. t ——MÀÓM— 
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uWe—guess ; 
ai—said ; 
„# friend, 


Las in Hit, Spirit, Split, Film, Finger, Singer ete To produce the : eae 
short Z, read again what has been said of thë position. for the long `- 





vowel ee; let the lips assume a complete smile; 


roduce ee with à... 


very light, quick throw of air, and’: you ‘will find that you’ have pro- . is : 
nounced a short % The reader will conclude that I believe fhe i 
difference between these two short vowels and' their corresponding "es 


long ones, 4 and ¢, 2 and i, is one of duration only, ànd not of | bs 
sound. I have argued this point with many students of th English E 
language, some of whom say there is a difference of sotd; bi 








have never been able to detect amy difference. other than that of id i 


duration. 
This vowel-sound is also represented by the following 
c—pretly ; X. 
Oo—women ; PES Ra 
u—busy, mbites lettuce; - 
J—hymn, symbol, abyss, iie; P 
ee—breeches ; 
, ei—forfeit, foreign, surfeit, seuereign ; IS 
ey—monkey,. valley, whiskey pas e 
ei—Lortoie$; ^ P euh 
ui—build, quilt, guilt quur. 
Ó, as in Not, On, Go 
Boston, etz.—This sound is s produced with ; a position « of the "dione 
between aw and 2. This. means. to start with the position of tbe. 
Sound az and move the lips toward 2, but break off abruptly N half s 
way, and. you will easily learn e position and sound L2 
: "This vowel-sound is also rep esented by the following 
a—want, watch, quantity, had, Sta wap twaddle, wash : 
ao—extraordinary s 
| au—caulifiawer, laurel ; 
ach—yachty 007 
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U, as in Pluck, Up, Ugly, Bluff, Sun, Run, But, fulsome, efe — J 
This sound is reached by starting in the position and with the sound 
of aw move the lower jaw suddenly a little lower down, break off . 
abruptly and you form the sound of 2. l 

This vowel-sound is also represented by the following characters: 

o—done, wont, doth, honey, dove, Pe won, son, tonnage, govern, 
seldom; pomegranate ; : l 

eó——dungeon ; 

£0u— gorgeous ; 

so—fakhion, exhibition, collection ; 

2e—d0e$ ; 

00——0tio0d ; 

ou—young, tough, grievous, couple, analogous, rough, enough s 

_ow—bellows, gallows ; 

_i0u— cautious, luscious. 

00, as in Good, Book,—The muscle-action is the same as in pro- 
nouncing the long 27. The differerice is only that of duration. 
This vowel-sound is also represented by the following chemcinms 

o—wolf, woman, Pid 

| 9u—Áwouid, could should. box D 

In order to facilitate réference to these vowels, I: subjoin a table m 
bf thé long and short vowel-sounds. 


I. The Long Vowels. 
@a, pronounced like. 2 in fathers 


â, ss. ec ay.in day; : 
M. £6 46 ee in Jesi s, 
aw,  *“ “e awin laws 
à, ‘se “ oingo; 
00, oc c “ goin fool. 


TI. ‘The Short Vowels. 
4, pronounced like a in eii : 





CHAPTER ; 








TONE-PRODUCTION WITH THE’ PURE — 


it take a course in — 
vocal teacher. I consider 
this wrong; for, as a rule, the pupil acquires bad habits of tone- 
production which afterward. he will find I hard to eradicate, The: 


























onantal combinations. 3 
a combine reading at sight. li 
‘tance, and the danger lest the ae contrac bad 
„lift him above the common ; ejudice' 
i the regular singing-teacher to systematic 
iin time and tune. For this, five or ter 
lessons. are sufficient ;. for the: pupil, 
keeping time and singing ¢ orrect inte 
tinue his practice by himself,’ 
* Phe next question is: ` 

Shall a Pupil Begin with 
Many, teachers never even spe: 
‘Tect articulation, Not many: ye 
‘trained in America articulated the 
that one could not understan 
: ‘How could it be otherwise ? 
‘mostly, ‘Ttaliang, in whos 4 
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favor. Singing is with them principally vocalizing. Their American 
pupils did not understand Italian, and the teachers did not appreciate 
or understand English well enough to have them sing in it. When 
Jhey Ge HMIDURIY attempted an English song, the language was 
murdered. 

This state of affairs was made more deplorable by the Italians 
establishing the .prejudice that the English language was unfit for 
song, and that Italian was the only language in which singing. 
should be tolerated. Greater nonsense than this I can scarcely. 
imagine. True, the Italian language presents no difficulties to the 
singer; pure vowels predominate, consonants are in the minority; 
and, moreover, a great number of them are vocal, whilst the hard 
aspirates of other languages, as German and English, are unknown. 
to Italian lips. But who will argue that what is easiest is most 
artistic? An easy study never leads the student to depth, and wé 
find in the Italian language, therefore, a great lack of dramatic. 
grandeur and vigor. The Italian artist makes up for this in the 
dynamic power of the vowel-tones and the vehemence of his ges: 
tures, The German or the English artist has no need for such 
extravagances, because the immense richness of these languages = 
the great variety of vowels and the vigorous aspirated elements = 
give to his utterance a dramatic freshness and force which are life and 
nature itself. 

The English language is probably the one that has been decried 

by foreigners as the most unfit for singing. Greater calumny has. 
never been uttered. I contend for just the opposite : That English: 
is the very best language for an artistic singer to use, for it contains 
the greatest variety of vocal and aspirate elements, which afford an 
artistic singer the strongest, most natural and expressive means of 
. dramatic reality. The English language has all the pure vowels and 
vocal consonants of the Italian; and, besides, it is full of rich ele- 


.. ments, mixed vowels, diphthongs and an army of vigorous aspirates, 


I admit that it is not as easy for singing as Italian is; but just here 
its true merit and advantage arise. The difficulties thus forced upon 


ue the singer compel him to study deeply and perseveringly ; but the 


tg E ‘treasures thus uneárthed and pace within his reach will amply 


ee ia 





wellas I do. But never forget that true apn 
comes only from a thorough mastery of it, _ 

Notwithstanding my enthusiastic desire xev 
and practice his language with indefatigable Z vd 
rule, begin cultivating the voice with articulation. The idea that 
the singer must first be trained as an elocütionist originated with ' 
Richard Wagner. I agrée with "him in all that he ever uttered in. 
order to impress upon German vocalists the necessity of thorough 
study and practice of their language. Wagner's merit in this direc- , ^ 
tion is great; in fact, it is owing tó him that so many German 
singers —especially artists of the Wagnerian operas—are. models i 
the correct and artistic use of their language. l P 

I also acknowledge that articulation-exercises are’ a great help: in, 
cultivating the voice itself; still I do not sanction ‘the: ‘practice of | * 
beginning vocal culture with articulation, but rather with simple: Y 
vocalization upon the pure vowels. The important work of ‘the’ 
slow relaxing of the lungs and the control and. economy of breath 
can be learned easier with 2 sustained tone than: ‘by means of abrupt k 
sounds or explosives., Besides, whatever faults: of tone-production ‘ 
a pupil may have, their observation is made easier andi the: remedy, t H 
can be better applied. during sustained tones. Tieteiote, T a tay 
vocalizing upon the pure vowels. i : 














§ 44. On What Vowel shall Tones First be Practiced ? 


The old Italian masters invariably used the vowel aa for this. pur. i 
pose. Julius Hey makes this. appropriate remark: “It does not 
happen by chance merely that the singing-methods óf every nation- 
ality begin with the vowel 42. . It is beyond doubt, the easiest 
one, as the first fingual utterings ob. infant ate upon. this vowel- 
sound. » 

Some modern teachers, however) substitute 4. Others advise 'ex- 
clusive practice on ee. A few authorities i insure for themselves the 


AE 
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unenviable reputation of originality by beginning voice-culture oP 
the vowel 90. ‘This last-mentioned system of voice-training is very 
bjectionable, for with it a pure, clear tone is next to impossible 0? 
ount of the unfavorable position of the mouth-cavity. Voices; 
therefore, that have been trained on co sound thick and dark-shaded, 
more like the gloomy tone of an oboe or clarinet than the clear ring 
of a human voice. Oo ought not to be practiced. before a singer ÍS 
well skilled in all other vowel-sounds. I cannot think of any case 
where training upon go for first practice could be anything but detri- 
mental to a clear, ringing tone. If practice on a naturally dark 
vowel seems advisable for a beginner in order to break him of the 
habit of taking tones too open, which is especially disagreeable when! 
_ the false vocal ligaments are forced to co-operate with the real ones, 
. I should prefer exercises on o instead of oo. The vowel ée would bé 
better yet. - : 
-:,.: . What about the other systems? ‘Which is right, the advocates. 
^a* ofaa,d orez? Ï believe they make the mistake of establishing 
i... ome system and forcing all voices into it, instead of adapting thé 
.:. systern to individual cases. If I were asked on which vowel à pupil 
< ean best and easiest cultivate his voice, I would answer: “ Let me 
. examine the case and I will tell you.” Still, even in individual 
s. woices, the same vowel-sound cannot always, at: the start, be used’ 
7 .4for each range of tones. Those teachers who have but one rule 
-.:/ for all cases of voice-building will, invariably, do more harm tham 
.'goód, and will ruin more voices than they cultivate. A blind hen 
- ‘that’ accidently found a grain of corn somewhere, would starve to 
- deatli if she depended upon that spot for her future supply. A 
"teacher who came across a principle that answered very well in one 
"instance, would only show his onesidedness and inexperience if he 
' "thought that this one grain of wisdom would supply all individ 
: ) .& female singer on ga, and a mi 
practicable to use. both alternately: 
id be ‘examined. carefully to as- 
ties show. themselves thé 
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ally in oyercoming the ditticulnes . on ‘othe | y öften be found j 
best to let a beginner do humming, exerc i order to teach, 


him to use the throat rightly. m 


$ 45. Genéral Rule Jen Ze Proton. A 
The pupil should study the ait ô 
breathing- -gymnastics thoroughly, 
any attempt is made at tone-produ 
should prepare the muscles for evel 
have said in Section 36. that 
eral rule. I therefore explain the head 
that I have in mind a ru iie 








sustained vowel aa, obsei 
2 . Scribed in General Rule, lon. 
5^,' the lungs, and as practiced ini Ex. 

. Rastics, Itis of great‘ helpi: 
Afterward do Ex. M 


; e miron ing parts of he: Bt 

i " and tongue-bone muscles; j 
“This must be observed’ by 

wil have to add much ‘more 


F réfer, of course, to n 
becomes e ‘even slightly unsteally, 





ng, if its termination : 
ault with singérs is th 


of this habit, Guard also against dropping the pitch. . 


t 


x 
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as if it were kicked out. The best rule for the clean finish of à - 


tone is: Break it off without any effort whatever, simply by holding 
the breath for a moment. The habit of kicking the tone away ij 
bad enough if done by one singer; but its ]udicrous effect is greatly 


increased when a body of singers so violate good taste. Close 


attention and repeated reminding are necessary in order to get rid Ț 


'§47. Sustained Vocal Exercises on One or More Tones. 


There is a difference of opinion regarding the proper exercises ` 
for starting a vocal pupil. I will mention two, namely, long, sus- ^ 
tained tones in one long breath, and short tones with a fresh breath M 
for each tone. I know of no satisfactory reason for beginning with : 
short tones. We are told that they are recommended because the `, 
pupil has not yet sufficient breath for sustained tones. Short breaths 
and short tones will never enable a pupil to take long breaths or” 
to sing sustained tones. Both are learned by one method only, : 
namely, by taking as long a breath as you can conveniently, and by `. 
sustaining one tone as long as the singing-breath will permit. The M 
longer you practice this, the more perfect will you become,  Like-'; 
wise, the earlier it is begun, the sooner will it be learned. With my 
method, it is useless to begin vocalization with short tones; for, : 
when the pupil has gone through a thorough breath-education, he . 
will be able to sing a sustained tone better than another pupil will : 
after six months' vocalization without breathing-gymnastics. ‘ 

Our mezzo-soprano may now begin vocalizing upon the vowel 3 
aa. She should again picture to herself the correct position of the : 
mouth for this vowel-sound. Her first practice consists of sustained 
tones for fifteen minutes three times a day. The taking of.the . 
breath, the holding of it a little while, the muscle-action during the 
emission of sound, and the position, are as indicated in Ex, IX. 
and Fig. 6. ; T Se 

. Take a full breath, hold it a little while, then sing, neither too’ 


~ loudly nor too softly, the following tones, holding each as long as. 


the breath lasts. 


i 
I 
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Sustained Tories, 





82, — 82, 85, 858, 82, üa, Aa, 
After each sustained tone do Breathing-Exercise IL 
When some control of the muscle-action and of the voice is 
gained, the sustained tones should be sung more softly. Finally, 
they should be sung pianissimo. This soft, sustained tone-practice 
should form part of a singer's daily work. t during his entire profes- 


sional life. 
Practicing in Front of a Mirror. 


The vocalist should,for years, stand before a mirror large enough 
to reflect his whole figure while practicing. The majority of singers 
have’ great difficulty in acquiring perfect control over the move- 
ments of the lips, tongue, chin, etc. "These parts persist in doing 
just the opposite of what is wanted of them. The singer should 
watch not only his mouth, for théexact molding of the vowels, but 
also his whole face and, in fact, his whole body and ‘all its parts. 
Therefore, it is advisable for an artist to practice in front of a 
mirror, in order to avoid forming disagreeable habits in the position. 
and the movements of the body. Every singing-teacher knows 
how easy it is for a pupil to contract a bad habit, and how difficult 
to'get rid of it. In all cases, prevention is better than cure. 

1. Avoid all rhythmical and parallel movements as, for instance, 
swinging the body backward and forward, or from side to side; 
‘continuously changing the weight of the body from one foot to the 
Other ;. frequent réversing or shifting of the music from one hand' 
to the other; consecutively raising or lowering the head!or eyelids ; 
beating time with the foot; quivering of the limbs, etc. The _ 
oftener such movements follow one another, the more ridiculous.do: : 
they appear, These movements aré not offensive in themselves, 
but they should not follow each other monotonously. But the 
Pupil should not. go to the opposite extreme of arranging the mo- 
tions according to a fixed program: Di 

2. Avoid stiffness of the body, or of ány pait of it. It is un- 
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pleasant to seé a singer on the stage in an attitude resembling a 
pillar or a block; it looks idiotic to keep the eyes fixed, staring at 
one place; it is yulgar to stand with the feet ‘and limbs far apart, 
and it resembles a corpse to keep them close to eack other; while it 
looks silly to hold the head persistently on one side. A singer ap- 
pears arrogant if he holds his head too high, and too modest if he 
bends his chin upon his chest, with the eyelids almost closed. ` 

3. Avoid distorting the face by unnatural twists of the lips, nos- 
trils, eyelids or other muscles. Do not draw the skin of the fore- 
head into wrinkles, frowns or scowls, 


Two Tones in Succession in the Interval of a Major Second. 

. We come now to the practice of two tones in ‘the -interval of a 
major second. The pupil must be very careful to begin each tone 
sharply, but not with force, exactly: upon the pitch, and pass from 
the first to the second tone without slurring; but be sure, by mak- 
ing the passage distinct, to avoid the aspirate 7. This would cause 
the laughable mistake of singing Aaa, haa or haw, haw instead of 
aa or aw. Also, be very sure that the larynx moves freely up and: 
- down without the least restraint, In other respects do the same as’ 
before: Take a full breath, retain it a little while, and, during sing: 
ing, observe thé method of relaxing the lungs, with which you are’ 
familiar. - í | 
A. Example 2. B. | 
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At first, these exercises and the néxt three examples should be 
done slowly, indicated by M. M. |—72. From time to time do” 
Breathing-Exercise II. After Example 2 is fairly mastered, try 
Example. 3, the breath and muscle-action as before. | 


ER Te 


In the following exercises groit a care should be keni in te, ard! to: 5 : 
‘the free movement of tlie tayo, The other direction deniain the: .. 
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M. M. 76. 
" Me Example ET : B. 








N. B.—All these examples ‘may be repeated as many times as the 4 
pupil can conveniently in one breath. 


§ 48. The Practice of the Long Vowels. T 
The pupil is advised to re-réad carefully Chapter X., and refer to 
. thé long-vowel table at the close of Section 43 whenever necessary. 
; Breathing-Gymnastics XIII. and XIV. must be mastered before 
“beginning the following exercises.. The long vowels should be - 
: 4 practiced at first with the speaking-voice only, in a moderately loud’ 
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tone; but be sure not to overdo. If the muscles of the throat or the 
movable parts of the resonance-cavities seem to stiffen, practice: 
with the whispering-voice at first. 

The directions for all the following vowel and articulation-exercises 
are: Take a full breath according to General Rule (Section. 25). 
Hold it a little while, then speak the exércise with the breathing- 
muscles acting as explained in Section 27, and as. practiced in 
Breathing-Exercise XIV. This action I name the * diaphragmatic . 
push.” Between the exercises do Breathing-Gyranastic II. Modu- 
late the voice at every vowel. 


FIRST ee: 






Take a full | a, 4, a a P Do Breathing- 
breath, and hold f ee, ee, «ee, ee,.,ee, Exercise ll. < 
it a little while] aw, aw, aw, aw, aw, after ez 


. * | after each line. < 
before each line... (y Oy 0:.0,, Os, iy EE 
Loo, 00, 00,, 06, . 00, 

The first , three’ vowels are ;à brighter color than the last three. 
The aa is usually conceded to be ot neuttal color, holding the 
middle place between the bright and me dark colors. Still I prefer 
to practice it with the and the ee together. ` 





SECOND PRACTICE. |. ; l 
Take breath, and use the diaphtagmatic pi c of the tone as 
previously advised ; do this at each of the succeeding exercises un 
less otherwise directed. . E 
Th Bright Colors. 2 «EE, Dark Colors. 


[24 4, ee, 4, aa, ee, |. aw, 6, 00,6, aw,oo. Muscle 
Jâ, ee, aa, aa, ee, à, - 1 6, .00; aw, aw,oo,6. [action as 









Take a | med a in the 
full 459 aa, a, ee, a, aay: 00,2w,Ó0, 00, o, aw. preced- 7 
sir ieo ting exer- 
ANG: MOA, I. Bright and Dark Colors: [cise. Do 
it a little | A PNE ^v... . . .,.] Breath- 
while, | 4 €€, aw, 6, 00, pe a, €€, aW, 0, 00-1 ing-Ex 


aa, 4, ee, aa, aw, €6, a2. | ercise 
| àW, O, 00, aw, aa, á, | aa, 34w,0, oo.aw.] II. 
$ [i E 
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THIRD PRACTICE, 


The following combination tables of vowels are to be practiced in 
exactly the same manner as the preceding onés: 


. i. ii, 
“aa, oo, â, 6, aw, ee, {| 6, aa, aw, ee, à, oo. 
â, aw, aa, oo, ee, 6, || aw, ee, oo, 6, aa, à 
ëe, 6, 00, aa, â, aw,||oo, ee, aa, aw, a, 6. 
aw, 4, ee, aa, oo, 6, à, aw, ee, aa, 6, 00. 
6, ee, aw, oo, aa, â, aa, oo, 4 aw, 6, ee 
oo, aa, 6, à, ee, aw,||ee, aw, oo, à, aa, 6: 
t. , 
aa, ee, 6, 00, aw, a. 
a, 00, aw, ee. ' O, aa. 
ee, 6. aa, aw, 00, a. 
00, aa. &. | 0, aw, ee. 
åw, 4, oo, ee, aa, ó. 
ó, |. a, ee. aa, a, . 00. 


FOURTH PRACTICE. 





__ These vowels may now be practiced with tlhesinging-voice, Each 
Jine of vowels is to be sung with slow movement, in one breath.: 
‘Otherwise, the rules remain the same as.given at the close of Sectio 
47 and at the beginning of Section 48. Do not forget to take | 
full breath before each line of vowels:and to hold it a little whili 
and in singing use.the muscle-action of Ex. IX. Pass. from o 
‘tone to the. other without slurring or jerking, and avoid all aspita 
tions, During the practice, repeat at intervals Breathing-Exetcis 
n Example 4o the ‘breath should not be renewed at the quarte 
ts; sing the four measures in one breath, and hold the air duri 
je test, Laid ; iore 























^ 


TONE-PRODUCTION. 151 


AC Go a Eee ee 
] LSS a) =A 


colors. 4 





152 THE ART OF BREATHING. i 


JM. M. 9—80. 
Exemple 15. ^ Bright and dark colors. 





& ee, aw, 96, 00, 88, & ee, aw, O, OO, as. 
aa €, ĉe, aa, aw, 3, 00, aw, aa, fi, ee, aa, aw. 
aw, 5, 00, aw, aa, a, ee, aa, aw, 6, O00, Â, an. . 
AM. AM. 4—80. s 
Example 16. - Bright and dark colors. ] 4 


aa, Â, ee, aa; aw, O0, oo, aw; as, Â, ee, aa; aa 4d 
aw, 5, 00, aw; aa, Â ee, aa; aw, Ó 00, aw; aw. i 


M. 4—76. First Combination Table. ao i 





aa, oo, 4, 3, aw, ee, aa.- Qo cds 
a, aw, aa, 00, ee, 3, a et 
ee, 3 00, as, Ê aw, ee. 


aw, a ce aa, 00, 6&6 aw. è 
9, e9% aw, 00, aa, ĝ o. 
oo, aa; ð ` & ee aw, 00. 


Example 18. Example 19. i 
Second Combination Table. Third Combination Table. t 





6, aa, aw, ee. ĝ, 00, 3. ax, ee, 5, 00, aw, â, na. B 
aw, ee, 00, Ó, aa, a, aw. fi, oo, aw, ee, 6, aa, & f 
00, ee, aw, & 06, oo, & eo, 5 aa, aw, oo, Ê, ee à 
& aw,ee, az, 0, oo, & 00, 88, Å, O0, aw, ee, oo. 
88, 00, À&, aw, 3, ee, aa aw, à o0, ee, aa, 0, aw. RI 
se aw, det & sa, Ó, ee = aw, = aa, &, o0, à , 


for the small medium range. As soon’ as the pupil has acquired | 
sufficient control over the’vocal registers, then these exercises should ' 
be transposed to higher and to lower keys. The key should always <; 
be adapted to the kind of voice that is being trained. we 


§ 49. Humming Exercises, dH 


.. The most antagonistic opinions prevail in the profession in regard 
the value of humming exercises. The great majority of teachers. Ő 





21 a 


~ 
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consider them dangerous to the throat and apt to lead to the habit 
of nasal singing. The small minority of teachers consider them 
exceedingly useful. I have never been opposed to them. Many 
years ago I resorted to them if a pupil had difficulty in gaining the 
throat-facility necessary for a trill. At that time, however, I was 
afraid to make use of them in the highest range of voices; but I 
have long since changed my mind in this respect. What is the 
reason that so many teachers oppose humming exercises? Many 


are one-sided. What their teachers did not do they will not do, 


and they are not sufficiently progressive to work out a better 
method for themselves. Others have, by some means, become prej- 
udiced against them. While I acknowledge that some singers have 
contracted serious throat-troubles and the habit of nasal singing 
from humming, still it was because they did not know how to hum. 
The most dangerous method of humming is attempting staccato 
practice as a humming exercise.. This cannot be done without 
straining the throat; which will lead, necessarily, to throat-troubles. 

I warn vocal students under nó circumstance to attempt to hum 


staccato tones: - I also warn pupils not to hum too loudly, as this - | 


will induce the habit of nasal singing; also, not to allow the least 
strain in the throat, as this invariably leads to throat troubles. Out- 
side of this, humming, if correctly done, is not only harmless, but 
very beneficial, as will be seen later. 

Examples 1-5 can all be used for humming. Besides! these, in 
every collection of so-called colorature studies—i. e., exercises for 


‘the flexibility of the throat—are exercises that can be successfully 


: used for humming. Such are Bonaldi's and Mme. Marchesi’s vocal : 


exercises, . 
A very useful humming j ctice, which can be introduced early 
in the student's work, is the 





Practice of the Trill, 

This book i is not the place to treat of this most brilliant side of 
colorature from any Other than the elementary standpoint. The 
following exercise for humming I have adapted from Ferd. Sieber's 
Lehrbuch der ib uj ; 
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“Transpose this exercise, according to the requirements of your 4 
‘voice, to higher and lower keys. = 
_ Sing the numbers 1, 2 and 3 in succession in each key, before : 


: passing to the next key. i 
Take breath, and do Exercise II., from time to time, as advised, Au 


^ previously. 








How Humming Should be Done. 


" Constant attention should be paid, first, to the nose, and, ao 
to, the throat in front of the larynx and to the: tongue-bone. : 
6 thé first, be careful that. the humming i is done sò » so 





= 












: the bridge of the | nose, Such soft humming can never lead to the 
he habit of nasal sitiging: It wille en break a perso 
AES 






a 
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throat be completely relaxed, especially at the two places mentioned, 
namely, in front of the larynx and upward. If humming is done 


without the slightest strain in the throat, it will never cause sore 
throat or any other trouble, except if done as. staccato practice, as 


just remarked. All humming exercises should be done alternately 
on m, n and £ 


Humming Exerciees are very Beneficial. 

1. They make the throat more flexible. It is a peculiar fact that 
the precise movements that the larynx makes up and down between 
an ascending and a descending tone in the interval of a tnajor or 
minor second, can be felt far more distinctly in humming than in 


singing. It does not take as long to: make the throat flexible by 


humming as it does by regular vocalization. 











b. cial p 
E ‘Humming i is less fatiguing than soft singing ; ; pecans a singer 
cah give more time to its practice without getting tired. it has. also 
i the advahtage of disturbing nobody. 2 


ie r, Finally, e exercises. are + recommended because: A singer 






be allowed, at present, to sing vé 


This ptactice, if judicious 
means for the cultivating 


2. dti is d c in all «cases 1 of habitual stiffening of ON 


t ;tone-production. and their : i 
„that I think any singer will be. 
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tice, she may begin at once the study of swell-tones. “In regard 


‘to the necessity of this practice there is no disagreement among 
singing-masters," as Mr. H. Ruff remarks; still they differ widely in 
regard to the time when the student should begin it. Some would 
rather give them many other exercises and scales, the practice of the 
intervals, even runs and trills in all dynamic grades, without think- 
ing that these exercises will be the more difficult of execution if the 
student has not acquired the power of sustaining tones with purity, 
and of swelling them with sufficient control of breath, together with 


a sure, yet not harsh, tone-attack. Who would teach a baby 


first to dance in order that it might easier learn to walk, or even to 
stand on its feet! Our pupil is advised to use, for the present, only 
the ten tones of Example 1 for the swell-practice. 

The study of swell-tones should be preceded by Breathing-Gym- 


nastics XVI., XVII. and XVIII., and the vocal practice taken up i 


in exactly the same order and with the same muscle-action ; first, the 


crescendo in one breath; after this is satisfactorily done, the decres- 
cendo is practiced ; and, finally, both together in one breath. It is 


almost superfluous to add that the messa di voce should be practiced 
by degrees on all the long vowels. 


In many cases I have found it expedient to let the pupil practice ` 


the repeated swell before attempting the long swell. The repeated 


swell is done as follows: Begin the tone very softly, swell it to little : 


more than half its strength and immediately decrease it, Repeat 


as many times as you can easily in one breath, perhaps three or four . 
times. The vowels should be changed in this exercise, either at ` 
every renewal of the breath or at every repetition of the half swell. 


I add a couple of hints, to prevent certain bad habits that might 
be contracted during the practice of the swell. , The position of the 
mouth must never be changed during a messa di voce. Some Singers 
are in the habit of opening the mouth more and more during the 
crescendo, and of closing it gradually during the decrescendo. 


This changing of the mouth-position causes a varying shading of 
tone, which spoils its beauty. If a singer, in practicing the repeated. 


swell, thus opens and closes the mouth every time the swell is repro. 
duced, the point of the tongue will move downward as often as the 
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mouth opens, and upward again as the lips approach each other, 
which action, as often as it is repeated, causes a distinct “ty” to be 
pronounced—I mean * y," the subvocal, as y in yoke — producing a 
ridiculous effect. 
In laying down the rule to keep the mouth open and unchanged 
during a swell, I do not mean to condemn that most difficult but 
beautiful diminuendo, which only advanced’ singers may study, 
where the lips are allowed to approach each other gradually, so that 
at the end of the diminuendo they have the position of a gentle, 
"sweet smile, whilst the mouth-cavity, through the control of the 
muscles surrounding it, i. e., the lips and cheeks, is sufficiently ex- 
panded so that the tone receives from the gradual closing of the 
lips a most pleasing and delicate charm, instead of a blurred shading. 
Frequently, during the practice of the swell, the singer contracts 
the disagreeable habit of sharping a tone during the increase, of of 
flating it during the decréase. "The teacher should be very strict 
in correcting these faults, and the student should watch closely not 
to. contract, or if contracted, speedily to rectify, the habit. In the 
practice of the swell, the student should take care not to: overdo in 
attempting to gain a powerful tone; nor in the length of time in 
‘which he studies it daily; and he must not extend it to the highest 
nor to the lowest tones of his compass. Only by degrees should he . 
attempt these tones with the messa di voce. l 


$ 51. Additional Hints in Regard to the Treatment of Various 
Voices. 


The rulé to begin voice-development with the easy medium range hb 
must always be adhered to. But, what exercises should be given to" ^ 


different pupils? Generally speaking, the same exercises, beginning 
with Example 1, will be found practicable for all. This does not 
contradict the statement that no two voices can be treated alike: 
Every one will have to study the same chapter upon the art of 
breathing, and practice the same breathing-gymnastics. But in 
regard to the positions in which to do them, individual peculiarities 
must be considered, and many deviations from the order of exer- 
cises will be found necessary. The teacher will find that the easy 
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range of tones varies considerably in different cases, necessitating a 
transposing of the examples to different keys. 

Again, bad habits vary in nearly every pupil. The teacher should. 
look out for them from the beginning; for if misunderstood, or not. 
eradicated at once—if the battle with them is not begun with the. 
first step in tone-production and sometimes even in connection with 
the breathing-gymnastics — they will grow; and the longer they . 
grow, the more difficult will they be to overcome. This of itself » 
necessitates variations in the examples. They may' have to be: 
‘hummed for some time; and when at last they can be sung, it is im- - 
portant to decide which vowel suits the peculiarities of the case, in 
what dynamic quality of tone they should be sung, etc. Ü 
It is sometimes injurious for a pupil to use certain vowels in exer- : 
cising at the first. Again, it. may be found that the vowels should : 
be practiced for some time in à whisper only; otherwise the pupil . 
- will stiffen parts of the mouth or throat, It is unnecessary to enter: : 

into further particulars here, as Chapter XIII. treats of vocal de- : 
fects and how to overcome them. 3 


§ 52. “Zhe Practice of the Short Vowels and the Staccato, 


Generally, the vocal teacher finds it more advisable to leave the. : 
study of the short vowels to a later period, namely, after the equali- -: 
zation.of the registers. In itself, I find nothing injurious in the prac... 





tice of the short vowels and those staccato exercises that do not ex- 
- ceed the range of the examples thus far used for our mezzo-soprano 





> pupil; but the removing of breaks in the voice, thus enlarging thè 











compass, is so important that I should rather postpone this paras © 
graph until the equalization of the vocal registers is understood, and .: 
‘the voice has become even. However, since this chapter i is de- 
oted to tone-production upon the single, pure vowels, it is better 
“> to treat the short vowels now; and as. they cannot be separated, in 











-. vócalizing, from the so-called stáccato practice, Y insert that also in. 
his place, advising the student not to practice it until his voice is ..: 
. thoroughly equalized. If taken up now, it might retard his progress, 

. The pupil should re-read carefully Section 43 before beginning 
ork ln the Second Practice, he. should | pay glose i attention tà 
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rapid and correct changing of the mouth-position at every change | 
of vowel. Care should be taken, especially in the higi: tones, to 
sing every note in true pitch. 






FIRST PRACTICE 
Take breath as in General Rule; hold it a little while; then; 
using the musclé-actioh. explained in. Section 27, do the following _ 
exercise-—evety line occupying one breath. Make each vowel short, © 
with a precise throw of. the diaphragm as. practiced in Breathing- 
Gymnastic XIV., and take care not to permit stiff or hard! throat=. .. 
action. Between: each vowel, , pause for ‘about one secat 
i, 8, ay ot 
Take a full & ES 
þreath and JO 4 
hold it a * 
little while; ‚|‘ 
















Bréathing- - ; 
5. i ' Exercise TL ; 









` AN staccato pràc- 
» without the .— 


160 THE ART OF BREATHING. 


to the muscle-action described and practiced in Breathing-Exercise 
-XIV. This muscle-action makes it comparatively easy to avoid 
hardness of attack in the throat. Let the throat alone, and allow 
the breathing-muscles to do the work, is the all-important rule for 


the singer and the speaker. 
I again warn against doing staccato exercises as humming prac- 


tice. I can hardly conceive of anything more'injurious to the 
throat than this. 


THIRD PRACTICE. ' 
Staccato Exercises with the Short Vowels. 


Example 21. Very softly. 


Ll ke et oe wi) 
ae eee" OC ACA ee 
RNa EI IB -L—- LS 





á, 

&, 

ð, 

ù, u u, U, a, u, u, u, u u u u, ù. 
00, CO, CO, CO, 00, 00, 00, 00, 60, 00, 00, 00, 00.. 


Example 28. Very softly. 
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rai 24, Very softy. , 





During Example 24 the vowels may be changed, practicing it 
three times in one breath. 


REMARK.—All these exercises should be transposed to rower and 
higher keys; this and the metronome time must be decided by 


the teacher, 


12 









CHAPTER XII. 





THE VOCAL REGISTERS OR BREAKS, AND HOW TO EQUAL. 
t IZE THEM. | ; "- 
The remark is not infrequently heard: “There are no vocal 
registers!” I wonder if those that say this really know what. is 
generally understood by the term “ register P" This term has vari- 
ous meanings; but its application is undoubtedly taken from the 
grand organ, in which sense it means a set of pipes which the 
organist governs by a sliding arrangement called a stop, thus either 
admitting the wind to, or shutting it out from, a set of pipes. ; 
In its usual, though wrong, application to the human voice, the’ 
‘term register means a certain manner of producing a number of 
tones belonging to the various ranges of a, voice, so that each range 
has a distinctly different sound from the other. Occasionally, we 
find a voice that is naturally even throughout; but in the great 
majority of voices the registers can be easily detected. Why, then, 
say that there are no registers in the voice ? Some teachers being 
startled by the bold assertion “there are no registers,” and yet being 
unable to convince themselves of its truth, discard the word 
* register," and substitute the term “break.” This leaves the case 
just where it was before; for it is undeniable that registers or 
breaks or whatever other name you give them are found in almost 
every voice, even if somebody's ear is not musical enough to detect 
or abhor them, But one thing is certain, namely, that breaks or 
registers ought not to be noticed in a cultivated voice. — of 
‘One of the most important and, frequently, most difficult tasks 
of the singing-teacher is to obliterate the registers, or, in other 
_-words; to equalize the transition from: ohe range of tones to another, 
so: that not the slightest vocal break or unevenness can bé detected. 


É 
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"The word register, therefore, does not iecessarily denote something 
which a teacher should ‘be ashamed to;:mention, as some modern 
wiseacres would have us believe. | Our attention is forcibly directed 
‘to them, since the modern Italian and French schools declare that 
“these terrible breaks or registers should be cultivated in every 


‘singer—at least in every female singer; while, for the male voice, 


some of them goto the opposite extreme and admit no registers. 
lrepeat: There are and must be registers in. both the male and the fes 


male voice, because there is no ‘Voice without a tower, a middle and an ^c 


upper range of Tones; ., But the ‘transition Jrom one to the other should 
be so gradual and, equal-that dt cannot ġe noticed. This is the significa- 
tion of vocal registers:and:their equalization. 


What causés thesé troublesome breaks, that sound so: disagreeable. 


to a refined :musical- ear?! I believe the real reason lies in the 
wonderful variety and itfumbér ve pe various pear which 





S ' "u am. stire that man’s hand’: Ana not done it; “for in spite of the 
. many extravagant theories i in regard to vocal registers, not even the 
‘- Most enterprising voice-manufacturer has. ever’ ‘arranged ; a singer's 
throat with regular organ- stops, although we often, hear singers use 
their voices in unequal timbres, as if they pulled an organ-stop not 
only ori. three different points, but ọn every tonë’ of their compass. 
How could ii’s mind have absorbed this theory from musical 
instruments PI ‘know. of no musical instrument that can produce 
tones. as unequal as a voice trained by the thtee-register system. 
‘The ‘grand organ, to be sure, fas. stops ; but each stop is a perfect 
instrument in itself, with one set of even tones. We may say, then, 
that ‘the term register, ax. taken from the grand organ, is perverted 
when applied to the French or ‘the Italian interpretation of the term 








But, has naturé really nothing: io do lo with í it? Is nature too simple 
for such work à, * Nature pute. and simple," used to. be the stereo- 





164 THE ART OF BREATHING. 


typed phrase of the commencement essay at young ladies’ schools. 
However simple nature may be, when we look at her seeming ex- 
travagance in the construction of the various organs that constitute: 
'the vocal apparatus, we see at once that no musical instrument is so 
complicated. There is the diaphragm, which, in connection with 
the abdominal and intercostal muscles, enlarges the thorax, in order 
to make inflation of the lungs possible. This forms the motor power 
of the voice. The most complicated musical instrument invented 
by man, is the grand organ; the contrivance for its motor power 
consists of a single lever or a fly-wheel with a crank movement. 
The lungs, nature’s product, are a wonderful system of thousands of 
smaller or larger tubes, each one lined with elastic mucous membrane: 
The bellows of the organ are nothing but a simple leather-bag or 
reservoir with one or two feeders and valves. The innumerable 
smaller tubes of the right and left lung lead upward by degrees until,. 
at the top of the lungs, they form two tubes, one on each side, called 
the bronchi, both of these uniting and forming the trachea or wind- 
pipe, which is constructed of eighteen or twenty elastic cartilage-rings,. 
disjointed at the back, but connected and surrounded with muscular’. 
formations in every direction, so that the windpipe may be contracted. 
and expanded; the whole tube being covered with an elastic mem- . 
brane, so that it can be lengthened or shortened.* The place of 
this ingenious air-conduit is taken in the organ by the simple wind- 
trunk. The larynx, or voice-box, with its manifold cartilages and: 
muscle-pairs, and their mysterious operations in creating the vibra- 
tions of the vocal ligaments, is nature's greatest masterpiece.. With 
it come into play the muscles of the tongue-bone, the epiglottis, the 
muscles of the pharyngeal region, the tongue, mouth, lips—all 
having, in more or less degree, some function to fulfil in tone-pro- 
duction. In comparison with this, what a simple and insignificant. 
thing is an organ-pipe or reed? But we must not chide nature for her 
extravagance—this complicated machinery of hers produces a voice t 
I now enter into the details of this subject; and, in order to treat 
it more uriderstandingly, I make the natural distinction between: 
female and male voices. i 
tg ee * Dr. Merkel, Der Kehlhopf. 
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§ 53. The Registers of the Female Voice. 


* Who put registers there? " Let us ask a lady, with a voice 


. cultivated according to the old Italian masters— which means a 


voice so well trained that no transition between the registers can 
be traced,—to sing the low treble C, and, while sustaining it, to hold 


. her dat hand firmly on the upper chest. She finds the chest vibrat- 


ing with strong oscillations, too numerous to count. If she sings 
the ascending scale of tones, she will find that toward the end of 
the first octave the chest-vibrations grow weaker and weaker, till,. 


“in ascending from the second C toward F, they cease altogether. 


We should bear in mind that her tones reach the middle and upper . 
range without any break or unevenness, but we cannot help noticing 
that, when the chest-vibrations become weaker, and especially after 
they have ceased altogether, the higher tones are not only different 
from the lower ones in pitch, but also in tone-quality or in the 
peculiar ring of the tone. Mark again, that this difference is not 
noticed as a distinct change at a certain point, but comes on so 
gradually that one is hardly aware that a change has been effected. 

. Now, let us listen to the same series of tones sung by a lady trained 
according to. the three-register system of the modern Italian school. 
As soon as she strikes the lower C, our ears are rasped by an un- 
couth, boyish sound, produced as if by the working of a secret 
spring, as a jumping-jack is let out of the box. This is the “ chest- 
register” of the degenerate descendants of the old masters! The 
higher this terrible tone is carried the more disagréeable it sounds, 
like the rough cry of a street-arab. On G, however, as if by magic, 


` a little, thin tone with a slight nasal twang is ushered in, which, fre+ . 


‘quently, sounds also quite hollow and gravelike. This is the 
*: medium register" of the “signor” of the modern Italian school. 
Upon reaching D, our singer astonishes us with a new trick ; a shrill 
yell reaches our ear, raised by the ** head-register" of our modern 
* maestro." How different from the former singer! What revolt- 
ing tone-production! What is the cause of this? Has man’s 
mind put something into this throat that nature left out in the 
former one ? 
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I am not yet ready to answer. Let us examine deeper into the- 
subject. We noticed that the tones of the first singer were beauti- 
ful and artistic, the tones of the second one offensive and uneven. 
That the reader may understand this correctly and clearly, I shall, 
draw no line of distinction, not even an imaginary one. We will. 
simply observe one of the lowest and one of the highest tones. 
When the first lady sings the low tone, she can feel, even with her 
hand, strong vibrations of her chest. They are caused by the air in 
the windpipe being made to vibrate with and by the oscillations of the 
vocal ligaments. ‘This gives resonance to the tone, like the column 
of air beneath the sounding-board of a piano, when set into vibra-- 
tion by the oscillations of the air above, after the hammer has struck 
the wire. The musical instrument has ‘only one sounding-board.. 
Nature is not so simple. "We have a resonance-chamber for the 
lower range of tones in the windpipe (whence the name of chest- 
tone, but. not to be confounded with the street-arab's register). 

Cobperating with this-we have the resonance-cavity of the mouth, 
tlie pharynx and the posterior nasal tube for the middle and the 
upper range of tones, hence the name of medium and head-tones. 
or registers. I beg the three-register teacher not to carry his mania. 
for distinction of registers into this theory of resonance, nor to try 
to use his voice-sliders here; for there is no point nor line where we: 
should be able to notice that one range of tones gets out of the way and 
by so doing: foists in another. The change of the registers—ascend- - 
ing from the' lowest to the highest tone or vice-versa—is effected by 
a gradual transition from one into the other.. The same wonderful 
law of slow éliange and. gradual transition . we find in the whole 
muscle and cartilage-apparatus, whose function is to set the vocal 
ligaments into vibration, Upon observing, the larynx of our first 
lady singer with a laryngoscope, we find these movements altering 
slightly on every successive tone. ,;The larynx moves up a small 
degree each time the pitch is raised, which causes the windpipe tò 
stretch. These gradual changes prevent the tones from becoming 
unwieldy stumps of a register in, the sense of the modern Italian 

school, and develop the gloriqus oneness of all tones, which was the 


cipal result of the training of the old Italian masters. 











ve not m. T d to be writte 
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I am now able to answer the question “who put registers there ? " 
"The perverse, crude singer. or teacher, who is unable to distinguish 
a musical from an unmusical tone, has put them there. The Italian 
and the French methods of our times have put registers into the 
human voice. But, above all things, let us bear in mind that na- 
ture.is not a singing-teacher.. She furnishes ample means for singers, 
but she, herself, does not train them; . Therefore, whatever breaks 

‘and cracks are found in an untrained voice, or, what is worse, in 2 
voice trained by the thrée-tegister syste, we must impugn not na- 
ture, but the proneness of the human mind to make mistakes, and 
to abuse natural gifts. . 


$54. How to Equalize the Reg gisters. of the Female Voice. 


; I wish to call the attention of organists and. directors of chancel 





hé ir-masters ‘seem to bei gno 
n e complaint ef; 











(oiges; d 'ntly, they’ do: fiot feel the same pleasure in pra 
ing to. them as in hearing a well-drilled mixed choir. The boy- 
Ateble has to be included under ithe above head-line.* 

; Àn experienced teacher, with a correct idea of a model ‘tone, will 


' find the diagnosis easy in individual cases, Besides, no matter how . 
the pupil may find the: practice and h ow long she may have .. 


tedious t 
i ite > i ork, the remedy for an average case is, a$.2 rule, determined 
without -diffic 
to impossible, 














- culture does so much depend upo itation ‘and the living example. 
ri shrink from the task, and! would’ not attempt it if it could be 
ithout making mý bool incomplete in an important feature. 
EY s epmpierg bie method f 













| fo equalizing t the vocal registers, çan- 
Therefore, Ts will gi only such 














" ?Itg satisfaction tomention a rece cal Hints on'Boy-Choir Training,” 
by G: engg Stubbs, who: Holds‘ perge dig a gad a ‘he veal register of the Boy 
singe "This book ought to do.much, in where: 2 is "de need off it; 






choirs to the praed fact that à Bayireble should be trained and a 


culty.. But to: describe on paper Row to do this is néxt '- t 
‘No other vocal trouble présents such a variety of eu 
individual peculiarities as does, th is. Ín no other branch of voice- 


* 
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general hints as can serve for a guide, by which a student, who nas 
the power of thinking and some originality, may find a starung- 
point and decide for himself what to do. 

It frequently happens that the tones of the lower range, or the 
so-called chest-tones, are forced up too high into the middle range. 
This bad habit is often contracted while the singers are quite young. 
Boy-trebles have this habit to an unendurable degree, usually 
screaming. these horrible chest-tones up to middle C. Of all bad 
habits, this one is the most liable to injure a voice, and to detract 
from artistic singing. 

T have met female trebles that used this means of forcing up the 
chest-tones as high as middle A, B, C and (one can hardly conceive 


, of-the physical possibility of so doing) even as far as D and Eb. 
* The reason why this practice is so dangerous to the throat lies in 


the unnatural way in which the larynx is held down in the throat, 
and in the force that is exercised by the tension-muscles of the vocal 
ligaments and the hard pressure of the muscles of the tongue-bone. 
As the fixed-larynx system will be discussed in the next chapter, 
nothing further need be said about it here. 

I have examined with the laryngoscope many ladies who had the 
habit of singing chest-tones too high, and without exception I have ' 
found their throats in a more or less diseased condition. Laryngitis 
either alone or complicated with pharyngitis, relaxation of the vocal 
ligaments, and sometimes paralysis of one of them, is the most 
frequent: result of this bad habit. If a singer is affected with ca- 
tarrhal trouble, it is always aggravated by this abominable method 
of singing. : 

The saddest case of this kind that ever came under my observa- 
tion as teacher was that of the late Mlle. Aimée, the well-known 
French soubrette. She forced her chest-tones as high as Eb, fourth 
space, treble clef. At last she lost her voice entirely. It should 
also be stated that, in addition to her throat-trouble, she had ‘a 
growth in her nose at the upper end of the posterior nasal tube, 
which undoubtedly greatly interfered with her singing-voice, espe- 
cially with the head-register. As this 15 a very interesting case, and 
furnishes a strong argument in favor of my theory, I narrate it in detail. 


1c 
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Mlle. Aimée, after having lost her voice, had been treated by the 
most celebrated physicians. in Europe and in America; but had 
received no help whatever until, finally, she consulted Dr. Henry: 
Schweig, of New York. He located. her trouble, and cured her 
entirely. Her lower tones came back, though they were exceed- 
ingly rough and unmusical; but her medium tones were not recov- 
ered. All tones that she attempted to sing in this range were small 
and husky, if they could be called tones at all. The three head- 
tones that she was able to produce were of a somewhat better qual- 
ity, but very weak. 

When Dr. Schweig saw that her voice did not improve, notwith- 
standing the improved physical condition of her vocal organs, he 
concluded that there must be some trouble outside the domain of 
the physician, and on which the singing-teacher might shed more 
light. He brought her to me for examination, and I soon diagnosed 
her case as total loss of the medium tones on account of forcing 
ihe chest-tones too high, and as the natural result of having sung 
so long with the larynx fixed at the lowest point in the throat, She 
also used! high clavicular breathing, and, of course, took her breath 

‘habitually through the mouth. 
` . 1 told her of a number of similar cases, where voices had beet 
ruined by this dangerous three-register system. I explained that a 
soprano who produces such disproportionately strong. chest-tones 
‘with a fixed larynx from her lowest tone to middle G must, as a 
natural consequence, weaken the most valuable part of her voice, 
namely, the medium range. When she sings a powerfully dramatic 
group of tones, which’ an operatic singer has frequent occasion to - 
do, she will often feel disgusted at the weakness of her medium 
tones, and, in ‘order to produce the desired effect, will force the 
chest-tones higher and higher. After a few years her medium range 
of tones is ruined; then the head-tones also become harsher and 
weaker, until, finally, the whole voice is gone, Mlle. Aimée said 
that this was exactly the history of her case, and asked if there was 
any hope of recovering her lost treasure. I replied that I was con- 
fident that she could, as my method of tone-production would 
restore such voices to full freshness. She took courage. 
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_ I must give, at this point, an exact description of her voice as T 
found it at this examination: | I asked her to sing as loudly as she 
possibly. could the natural series of tones upward, beginning with 
lower A. She sang the. first seven tones with the rough, uncouth 
chest-tones, using ‘all the force.of which her throat-muscles were 
capable. On middle-A.a.disagreeable, hard break occurred, ushering 
in a weak and insignificant mediüm range, A, B, C, D. They could 
not-be:called musical. tones. .The head-tones, E and F, were fairly 
good but faint. High G was ‘reached .only with great difficulty, 
if at all. This was the condition of her voice when I accepted her 
as a pupil. P 

I have-never had a more daeiligeat; faithful student than was 
Mile. Aimée. With her French vivacity she felt at times rather 
impatient at the slow progress, for there is no slower work in vocal 
culture than the restoring of a ruined medium register. She totally 
changed her method of breathing in two and a half weeks. During 
the practice of the breathing-gymnastics, particular. attention was 
paid to keep her throat entirely flexible and free. ren began the 
slow process, i pt PG kaen E ; 


L How to Equalize the. Méđiúm Range with the Chest- : 
, Register. 


“Mile. Aimée’s case was an exceptionally serious one. Therefore 


' the method used totovercome her difficulties may serve..as a living 


experiment and explanation. As the forting of her throat-muscles - 
and the fixed-larynx ‘system:were the principal bad habits left from 
her false method, at first I allowed her to sing only sustained .hum- 
ming tones as softly as possible, beginning with medium. C, third 
space, treble clef, and. chromatically down to the C'below. Of 


' course, the method and muscle-action, as practiced i in connection 


MEN 








with Breathing-Exercise IX., were strictly observed. Two tones, 
with an interval of a major second (see Exatnple 4), were next. 


NS practiced as very soft humming tones. Her -attention was drawn. 


to the sharp and distinct movement of the larynx up and down at 


each tone. These exercises algo: were' begun with medium. C, and 


ed chromatically to the octave below. Thén three whole tones ' 
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were practiced in the same way; then four tones-and five tones, — - 


transposed in chromatic order to the C below, were thus:hummed _ 
in succession. The major and minor scales, beginning with lower: 
Bb, were hummed ‘as softly as possible, with particular attention to- 
the relaxed condition of the throat, and especially to the slight but. 
distinct move .of the larynx at every ascending and Coens, 
tone. 

While these exercises were progressing, the artist was. advised to- 
attempt the following exercise: Take a. full: breath, hold. it a little 
while, and begin to hum C; third space, treble clef; sustain it thus. - 


about two. seconds, and then open’ the mouth in the shape.of the — 


' vowel a: and sustain it as a very soft Sound. This she: did ón.evéry 
successive tone below, ull, after a. shor time, she was able toi ary 







ry § 
- finally, the following effec ve ixercise for restoring the aedium 
) paribed, 











: without a a. bak Next, a repea ed: ‘swe axon iren time » 
5 on n the lowest tone. Ther éréscendo was practiced: on thë de- ` 
} ; this also was transposed. - 
fithout dc ee 











ot Je finished in 


of tones (the re . 





Though tlie plan laid out 
Tegard! to: the develop 
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Storing of her head-tones progressing very satisfactorily), her voice 
"Was by this. time so far restored that she could again sing a lyric 
*SOng with. beautiful effect. For a dramatic song, the medium and 
head-tones were not yet strong enough. There is absolutely no 
‘doubt that her voice would have been completely restored, with 
better evenness and more mellowness than it ever possessed, had 
not her artistic career been suddenly cut short. 

Just as she had finished one quarter of twenty lessons, in the 
‘Summer of 1887, her mother died in Paris, making it necessary for 
-her to cross the Atlantic. It may be mentioned that for some time 
Mlle. Aimée had suffered from a tumor. Dr. Henry Schweig, with 
‘thorough understanding of the nature of this trouble, had repeatedly 
‘told her never to submit to an operation, for it would be certain 
death; and, at her departure for Paris, he impressed this forcibly 
‘upon her. Yet, in spite of this warning, she was prevailed upon by 
-& venturesome Paris surgeon to undergo an operation, which resulted 
in her death. 

In describing Mlle. Aimée’s interesting studies I have outlined 
a course that is of use in all similar cases. I shall now treat, in a 
general way, of the equalizing of the medium and the lower range 
Of tones. [ must direct the reader's attention to one thing, namely, 
that I do not refer to voices that are naturally even, for, as already 
‘remarked, such fortunate cases are very rare. When there is decided 
unevenness*between these two registers, the’ teacher has to step in 
-and endeavor to equalize them. This process must always be begun 
"with the medium range :of tones. ‘The first step toward joining 
them evenly to the lower range is to extend the medium range 
'lower. 'This should be observed with every female voice. Here 
we meet the almost universal prejudice that the cultivating of a fe- 
Tale voice must be begun with the low tones, for the absurd reason 
that it is almost impossible to develop à strong medium range of 
“tones in a female voice! If this ever so happens, why: do not 
^people see the cause of it? Because they begin to work at the 

wrong end! Even an original and progressive student like Julius 
Hey seems to hold thé same opinion. At least he expresses him- 
self in Part III. of his Deutscher Gesangs- Onterricht thus: 
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«Amongst female singers we seldom find one who wishes to begin. 
work with one of the faint tones of the medium range, for she- 
would experience great discomfort in battling with an impotent 
tone.” 

The consequence of this etroneous method of training a voice is. 
.that a female singer is thus compelled to. practice first the ower, so- 
called chest-tones in order to lay a gòod foundation: for subsequent: 
work. But her medium tones cannot be developed in this way. I 
refer the reader to what I have already said about the dangerous. 
and erroneous custom of considering the low tones, instead of the 
tones-of the medium range,,'as the foundation of a female voice. 
(See Section 39.) 1f she does not begin the development of these 
medium tones, and keep on developing them throughout her whole 

career, they will never bé strong and melodic. 

We have seen that Sopranos, mezzo-sopranos and boy-trebles i in- 
variably sacrifice the medium range by: developing a low, powerful » 
` Thé few: exceptions that may be found prove noth- 





a refer to this G, Decius the Modern Italian and French schools iie 
this very note as the dividing line. I wish that every vocalist could 
be convinced of the absurdity and the danger of this break. Iam 
referring to:a twofold error, namely, (1) the introduction of the line 
of division in itself and for all female voices alike; and (2) the 
danger to all voices from forcing thz chest-tones so high. It is im- 
possible to state the exact tone to which the medium range of all 
female voices should reach. Each pupil presents a case peculiar to- 
herself ; therefore the question must be décided individually.. 

I give now the exercises that prove most useful in extending the: 
medium register lower, It is important to practice them very softly. 
They should be done with either vocal or humming tone. If a 
break. occur, then humming is the only remedy. With vocal tone I 
find the vowel ee the most practical in this range. 

Sometimes it may not be necessary to hum the following exercise. 
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In such cases; it is begun with the vowel ee, continued to the lowest 
'tone and: sustained thereon. 








After these exercises have: been practiced as long and as'low 
down as seems advisable; the next stép is tó make the tones that 
have been. thus gdined’ stronger, Nearly every female singer finds 
a tone in the neighborhood of ‘middle F4, F, E or Eb, which is 
rather weak if sung in the same manner as 2 tone belonging to the 
medium range is produced..:- The next lower one, if sung as a.chest? 
tone, will, compared to the former, sound too strong. The singer 
should now try to blend thesé two into one; that is to say, she 
‘should endeavor to divide the muscle-action—use partly that of thé 
medium and partly that of the chest-register. The former weak 
tone will thus become strong ; the other, i. €., the next lower one, 
will become much more mellow than it was before. This method 
should be used on all tones until the transition from the-lower me. 
/' dium to the upper chest-register has become perfectly even, In the: 
- *tones nearest to the medium range the muscle-action peculiar to the 

‘medium range should predominate; in the tones nearest to the chest-. 
.. ¥égister the muscle-action of the chest-range should predominate; 
^; The muscle-action peculiat to the two registers should be employed 
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in equal proportion in practicing the two tones lying moway be- 
tween the two'ranges. 

The necessary ipower is. gained by the so-called repeated. swell- 
practice on the lowest note with the vowel ee of Example. 25. 
Whenever ‘the student feels that she is. getting near the action of a . 
- chest-tone-she'should at once begin-a‘diminuendo. Great persever- 
ance and patience are needed, for, as a rule, many months will "be 
required to: establish à finished blending of a strong medium fange 
with the chest-register. 

Nothing has been said as to how dow ‘the chést-tones à are to be - 
practiced. EC Lhave laid down the rule that under no circumstance 
‘is the voice to: be forced, I can. safely : leave it to every person to — 
decide this point- for- himself. ‘The high soprano will do better, as æ ` 
rule, without.the: 'so:called chest-tones; her lower tones should be . 
mostly of a medium: character. The high/mezzo can go lower and 
ister with her lowest tones. . The 
ower. rand stronger chest-tones ;, 










ze th dium aae with he Head- 
: Regieter. 


7i believe every experienced singitig-teacher has had, many in: 
“stances where a female ‘singer has weakened the. first two. or three 
tones of her head-ránge, especially the first: one, by using the muscle: 
‘action of the’ ‘medium register too. high. ‘The modern Italian and .. 
French schools have. established. here also a line. of distinction on D. 
or Df, ‘fourth: line, treble: clef. “AS! the musical instruments are 
pitched” very ‘high in this country, the practice of carrying t 
medium voice ‘to: or above D, fourth’ ‘line, treble clef, i$ very i 
prudent. It will often be found that 'this "D, or Dh, should be : 
sung as a head-tone. It is just as. erroneous. to establish a rule for 
designating where every person's médium rangé should stop and the 
head-tones begin, as it isto ‘make a ‘similar rule for the medium and 
lower ranges. But in ‘trying to lend the upper two registers it is 
always safest to practice. the head-tones softly lower down: into the 











176: THE ART OF BREATHING. 


range of the middle tones. This point can be determined only by 


examining each case individually. 
The first practice for developing the head-tones consists in hum- . 


ming the following exercises very softly : 


^ men" 


svessesasesoaaso 





A very low voice may have to begin these exercises in a lower key ;. 
high voices can carry them several keys higher. The mature judgment 
of the teacher must decide this, and must also decide how long they ` 
ought to be continued before the pupil is allowed to enter upon the 
next exercise. 

This practice is based upon the physiological fact that one of the- 

.charactéristic features of head-tones is that the posterior nasal 
tube is their principal resonance-chamber. It is, therefore, a great - 
help to hum not only on zz, but also on the other two vocal conso- . 
nants, # and Z This will lead the sound-waves directly into the 
posterior nasal tube, or, to use an ordinary expression, into the head. 
The tones of the first meksure in Example 27 are hummed. On 
the first beat of the second measure sing the long vowel 2, exercis- 
ing a strong muscle-pressure on 7, 7 or Z just before the vowel is. 
sung. Hold the highest tone as long as the breath will permit. 
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The last tone is sung either softly, loudly, or as a swell, according 
to the requirements of the pupil. The vowel 2 is chosen because 
for its formation a configuration of thé oral cavity most favorable 
for the production of head-tones is required. ‘Sometimes oo or aw 
is more favorable. After all the head-tones are fully developed, 
these exercises should be practiced on all the vowels in connection’ 
with m, # and 4. 
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The dynamic conditions of this exercise depend upon individual 
requirements; and in regard to change of vowels, the advice given 
in.the preceding exercise applies here also. | ' 

: The -blending of these two registers, after the head-tones are 
firmly established, is a very simple matter and is incomparably easier 
than the equalizing of the two lower ranges. Both the principle 
itself and the method are exactly the same in either case, mutatis 
mutandis, Examples 36, 37 and 38 may also be used with judgment. 


© $55. The Registers of the Male Voice, ] 


The teacher's work with the male voice, as far as the registers are 
concerned, is very much easier than with the female voice. True, 
there is the same distinction between the lower, medium and high 
range of tones; still, only the latter, as a rule, occupies the teach- 
ers special attention. . Many teachers, who profess to believe in 
the principles of the modern Italian and French schools, make no 
distinction between the registers in the .male voice, forcing it to be 
a chest-voice altogether, which is done by holding the larynx firm, 
or fixed at the lowest point in the throat. This condemnable and 
. dangerous method of singing with a fixed larynx is exhaustively 
treated in. Chapter XIII., Section 56... > œ. |. TARA 

The equalizing of the lower and medium range of the male voice 
isa very simple matter. Full directions are contained in Section 
45, in the rules given for tone-production, especially the rule cau. 
tioning against the use of force on the larynx, and directing that it 
be allowed. freely to rise ín'ascending.tones and to fall in descend- 
ing tones.- ons Os deu p NÉS 
pene ol 3Éhe Mixed Voice. - 
 :7.. As before, so now I will describe an experiment with a living 

" "example, Suppose we: let à basso-profundo sing the scale of G 


i 
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major. .We ask him to start on low G, first line, bass clef, and sing 


upward to D, a fifth above the octave. We expect him to obey the 


rules strictly; to take breath as described, to hold his throat re: 


laxed, and to let his larynx be unrestrained in its gradual upward . 
move. But we want him to use a wrong muscle.action for the last 


three highest tones, B, C and D. We ask him to sing them without 
any change in the position of the larynx or in any of the movable 
parts of the pharynx. Observe the effect. Everyone having a 
refined musical ear will at once notice that the three highest tones 
were not as full and round as the preceding ones; that C was poorer 


than B, and D worse than C, and was ushered in by a break. Had - 


he sting the next higher tone, E, his tone would have gone tò 
pieces. 


What caused this trouble? The tones weré not properly balanced; | 


in other words, the medium range was not equalized with the high 
register, and the tones of the latter were not produced correctly. 
The proper way is. called i jn the German school of voice-culture das 


Decken. der. TUne, the covering of the tones." Others call it the 


“mixed voice.” This latter term is frequently used in this. country, 
Which of the two. expressions is the better? The German term is 
rather obscure. How can one understand the meaning of ** covering 


of the tones?” A more practical way is to call it singing witha‘ 
closed throat. This is the term I use in teaching. But its exact. 


meaning should be understood. Still, favor the expression **mixed 


voice." Thé opinion prevails that in this: process.the tones are pros, ' ; C 


duced by mixing the’muscle-action of the chest-voice with that o! 





the. falsetto. As physiological discussion is purposely avoided in: 


this book, and as I have not yet found two: specialists that agree in 


regard to the. exact process of producing falsetto’ tones, I shall not 


weary, the: reader by presenting their conflicting views, However, 
from experience, and from the testimony of the’ best singers of. all 
times, I can state’ that’ falsetto. practice is the fundamental work for 


the developing of the high tones of all male voices and for equaliz. . 


ing them. with the medium range. 


. Before entering into the details of this — practice I will l 


explain how the term falsettos should be understood, thus preventing 





the 
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any misunderstanding as to what I mean, no matter in how many 
different ways the term is used by others. 


II. The Faleetto. 

What is the falsetto? Some call the highest tones of the so- 
prano, when sung softly, the falsetto. Others understand by it 
the softest tones of male and female singers throughout the whole 
compass. I am of opinion that the old Italian masters understood: 

_ by the term falsetto the soft production of the highest tones of male 
voices with closed throat. I, therefore, accept this definition of the 

-term; and when I use it I mean the soft, high tones of a male voice 
sung with closed throat. 

: : lI. The Male Alto. 

This distasteful and shocking mode of tone-production does not 
find a place in my book because of any desire on my part to aid in 
its introduction into the United States. On the contrary, I wish to 
impress all my readers with a sense of its positive ugliness. I have 
not infrequently heard it called singing falsetto. I protest against 
this, for a male alto does not sing with a closed throat, but with an 
open throat; otherwise, hé would not have sufficient power to be 
heard. Musical ears do not desire to hear him, anyhow. I think 
the assertion is warranted that they owe their existence to a necessity, 
not to. a real musical want, 

The male alto is distinctly an English institution. The boy-choir 
_ghania in England has been the occasion of creating this abuse of. 
/the human voice. Inasmuch as a choir must have alto singers, and 
"inasmuch as ladies are, as a rule, excluded from chancel-choirs, and 
: boy altos being very scarce, the male alto was the last resort. - If I 
‘have been rightly: informed (my informant was one of this unfor- 
“tunate class himself), the male alto voice is made as follows: A choir- 
"boy who feels that be is nearing mutation continues to sing during 
‘the whole time, keeping up especially those upper tones that a boy 
;Gthefwise would lose by the growth of the larynx. Thus- he is 
-enabled to sing—if it can be called singing—a few tones higher than 
“a tenor: This does not hinder complete mutation of the voice. A- 
“male alto ħas two. voices: His real male voice and his alto voice, 


PE 
t S : 
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The gentleman above referred to had a baritone voice beside hië- 
alto; but it was not sonorous. 


IV. The Male Sopranos and Altos of the Old Italian School. 
Some people think that the English male alto is identical with the 
male alto or male ‘soprano of the old Italian school. This is not 
so. The male trebles of this latter school were probably the prod- 
uct of Greece, or some other Oriental country. It was undoubt- | 
edly observed at an early period, that eunuchs, as à rule, had very. 
melodious Voices, of remarkably : large compass. It was probably 
well known in’ Italy two hundred years. ago, perhaps longer, that a 
boy possessing a naturally good voice, if made a eunuch long before 
thé mutation of voice, would gain à voice that in richness, endur- 
ance and compass would excel the best natural voices of both. male. 
and female singers. i 









ue his head bones cca fi more 
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At the time when the first musical dramatic works, i. e., operas, : 
were brought upon the stage, says Ambros, the male characters were: 
naturally given to tenors and bassos, and the female characters to : 
sopranos and altos. But the Romish church looked with. ill favor : 
upon the * degradation of women" on the stage, and used all her. | 
influence against it. During the first half of the last century, Pope . 
Clement XII. formally forbade women to appear on the operatic : 
stage, and, therefore, the singers generis neutrius had to replace the : 
singers generis feminini. From that time, in Rome always, and at Ë 
other places mostly, the operatic bulletins had to announce a Mr. : 
Soprano and a Mr. Alto. This is a dark spot in the history of the ` 
old Italian school. How this most inhuman and criminal practice . 
could be not only tolerated but even respected throughout. Europe, : 
is a great mystery. Happily it has been buried, and now even to” 
mention it is improper. a ee 

Still the time is not so very remote when a traveler, walking: 
through the streets of a city in Italy, was startled by a sign over à 
little shop: “ Qui si castra ad un prezzo ragionevole” I do not. 
know when these inhuman butcher-shops were abolished. During 
my first visit to Italy, about forty years ago, I no longer saw any | 
traces of them. Yet I distinctly remember having heard a few male. 
sopranos and one male alto of this kind. No one.who has not: 
heard it, can form any idea of the beauty. and voluptuous richness 
of such a voice. Others — those who have not heard — will. reád 
With astonishment the fact recorded by the most reliable historians 
that frequently in an Italian opera-house the audience would become 
‘perfectly frantic with enthusiasm, and cry out in a body after an aria 
by one of these singers: ‘Benedetto coltello /" . 







V. How to Develop the Mixed Voice and to Equalize it with 
i : the Medium Range. . g 
Lhave already said that the mixed voice is developed from the 
falsetto. ‘The first step, therefore, is the practice of the falsetto. 
‘Here I meet the difficulty that the writer .on voice-culture so fre: 
*quently encounters, namely, individual peculiarities.. As a rule, soft 
“humming exercises will lead the singer, in the simplest way, to. a. 
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practical knowledge of’ the falsetto. A class of singers frequently 
met with, from the high tenor down to the lowest bass, sing the 
transitional tones betwéen the medium and high range in a most 
disagreeable, rough way,—a fault that is called in German Gau- 
menton, This is caused by holding the posterior part of the oral 
cavity in such a position that the air-column. strikes the roof -of the 
mouth just above the soft-palate. A characteristic feature of this 
faulty tone-production is that the singers addicted to it invariably 
shout at the top of their voices, and force thé throat-muscles and 
cartilages in the most unnatural manner.: 

As a first humming practice I advise the following for a. low voice, 
to be repeated as many times às possible i in one breath: 





E ald | p 
keys as can be. reached without force. | 
The next exercise is also. hummed very softly : f ; 





This, also, may be begun ja in.a lower or higher key, and should be 
transposed to higher keys under the same conditions as the preced: . 
ing exercise, : 

. The third practice i is upon r thë i 
differently treated. Sing thefirst Ti aguré 6 very. softly on. 1 the vowel 
ee, unless pecularities i in the ‘singer make ó or oo preferable: The 
highest note is hunmed and a! light crescendo executed. on it, Take 
care that the larynx and to one: muscles are not stiffened. 
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Example 81, 





This exercise also may be begun on a lower or higher key, and : 
should be transposed to higher keys,.with the foregoing restrictions... 

The fourth practice is similar to the preceding one, and is subject: 
to the same rules as regards the vowels and starting-note, and to the: 
same restrictions in regard to transposition to higher keys. Upon 
every quarter-note make a light crescendo on the humming sub-: 
vocal. 





‘ @@....™M, @€6.....0, @0...., 1, m. . 

The fifth practice aims to equalize.the medium and the high range.. 
` This should be done in a way similar to that already explained. The. 
remarks following Example 23, in regard to the gradual changing: 
from the muscle-action of the chest-tones to that of the medium. 
range of a female voice, aré applicable here^also; only instead of. 
* medium range" substitute *mixed voice." Do the exercise on 
the vowels ee, 9 or go, It may often be done with the three succes-: 
sively. The crescendo should be carefully executed. At first only: 
a slight increase is advisable, so that on the highest tone mf is: 
reached. For some persons thé crescendo had better be omitted in: 
the beginning. Use your judgment in regard to transpositions: |" 

MM, J590. SO 
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gradually increased to forte, This rematk applies also to the pre- 
ceding example. 


H. M S=84. 





Example 34., ©: 


“meé, mee, mes, “mee, mee - 
"OP T nee, nee, me& mea, nea. 
drea hu: soe Mer € d leg: 


eys 
' `, high or iow, an 
"breath, ^ ^ 





CHAPTER. XIII. 








FAULTY TONE-PRODUCTION AND ITS REMEDY. 
A singing-teacher seldom gets a pupil that has not one or more 
bad habits in producing tone. Still, a naturally bad voice is very. 
rare, and I am convinced that the cause of its unpleasant quality. 
will be nearly always found in wrong muscular action and not in 
unfavorable structural conditions. I also believe that every person. 
whose vocal organs are not malformed can improve his voice if the. 
right method is intelligently and -perseveringly used. . 
Faulty muscle-action may take place,— 
i. At the larynx. This is called the. fixed datynx system ; it 
causes hard and raspy tones ; I 
2. By a general stiffening of the throat. This causes throaty, 
sounds or, frequently, shrillness ; j 
3. At the posterior part of the oral cavity, caused by the drop- 
ping of the soft-palate. This produces nasal tones ; : 
he By wrong action of the tongue, causing the tones to sound: 
thick; 
5. By contracting the muscles forming the arch of the soft-palate, 
This causes disagreeable palatal tonés ; ] yy 
6. By a faulty action of the jaw. This produces unmusical jaw- 
tones; 3 
7. By an dhiabal raising of the larynx, ànd by straining or con- 
tracting the throat. This causes the squeaky, childish voice of some: 


adults; ; 
,8. By the inactivity of the lips and cheeks. This causes a muddy : 


tone quality ; and, finally, 
^. 9; By the quivering of the flexible jntistitar membranes of the 


fauces and the ava; This causes the disagreeable habit of treinolo., 
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|. .856. The Fixed-Larynx System, .. 

This method of singing produces unpleasant, raspy tones, and is 
very unhealthy. We need not wonder at this,.for it is entirely con- 
trary to the laws of nature to sing with the voice-box firmly held in 
its lowest position in the throat. This system is all wrong, as I. 
shall prove by the nature and functions of the windpipe, larynx 
and resonance-chambers. Nature has so constructed the windpipe 
that it can be stretched. There is no muscle at its lower end that 
can exercise any control over its mobility. The larynx forms the 





upper end of the windpipe.. The shield-cartilage has, on each upper - . 


side toward the back, two horns that are connected with the tongue- 
bone by a membrane. The muscles that depress or elevate the 
tongue-bone are, for thé most part, the agencies of the mobility 
of the larynx, and, in fact, of the whole windpipe. On account of 
this mobility “the larynx takes part. nof: oọnly-in the importañt acts 
of deglutition,” during. which “it is brought forward and upward,” 
but its mobility serves principally fot : ;tone-production.  **: During 
the act of phonat on,” says - Dr. G; ma Witkowski,* *the larynx is. 
raised during the emission of acute sounds and lowered for grave 
sounds.” Dr. Lennox Browne adds in a foot-note to the above: 

** This elevating and lowering of the larynx influences the pitch of 

the emitted note by means of a corresponding shortening ọr length- ` 
_ ening of that portion of the vocal apparatus which lies above the 
voice-box, a corresponding contraction in the diameter of the canal, 
both above and below, assisting to the same result, By such a pro- 





vision the vocal organ is not only one with reeds, having power of ^ - 


alteration of length and size, but with pipes, having a similar capa- 
bility, both as regards conduction of the motor force, air, and: in 
emission of the note pitched.” For further information upon this. 
important point, I refer the reader to Dr. Lennox Browne's useful 
and instructive book, “ Medical! Hints on the Production and, Man- 
agement of the Singing-Voice: P 

Emil Behnke describes à very interesting expetiment, by which, 
. he tries to prove that the pitch of the tones produced. by the vibra- 
tions of the vocal. ligaments. depends mainly on their tension. 


* Witkowski's ** Mechanism of Vaice; L * and Tata,” ‘translated by Dr. Lennox Browne. 


gs tone has not been altered. This proves conclusively that th 
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This opinion I do not share; but as it is already refuted by the 
statement of Drs. Witkowski and Browne, just quoted, I shall not: 
~ dwell upon it. The argument that Mr. Behnke uses, however, can 
. be applied with better force in proof of the theory that alteration: 
of pitch depends upon the mobility of the larynx, together, of: : 
course, with the tension of the vocal ligaments. ; 
* Let the reader do as follows: (1) Place the finger on the shiel 
cartilage (the protruding part of the so-called Adam’s-apple) an 
press it vigorously backward. (2) Sing Zudly any high tone that isi 
. well within your compass. Hold this tone steadily and Je quite su 
you do not alter its pitch. (3) Now suddenly remove your finger, co: 
tinuing to sing as before. What is the result? Your tone is raised 
by a second, or third, or even more, according to the amount 
pressure you exercised on the shield. How did this result come: 
about? By pressing the shield backward you elongated the rin 
shield muscles, thereby counteracting their stretching influence, an 
at the same time slackening the vocal ligaments. The tone yo: 
sang while doing this was, we will say, C1. By releasing the shie 
you enabled the ring-shield muscles to contract again, thereby pui 
ting the vocal ligaments on the stretch as they were at first. That: 
changed your C! to D! or El, or higher still. Have I proved m 
assertion P^ * 
Most decidedly, as far as the altération of pitch depends upo 
the tension of the vocal ligaments. But this experiment prov 
more. We must notice the fact that as soon as in No. 3 the fing 
is removed suddenly from the shield-cartilage, not only the tone 
raised, but the larynx jumps up also. But if the above experimer 
js made on a low tone, the voice-box will be found to remai 
in its position after the finger is removed, and the pitch of th 


















larynx — if permitted to follow its own automatic actions -— wi 
tise with the ascending and sink with the descending scale. . 
is needless to. remonstrate that if it were a natural law for th 
ynx to. rise or fall according to the high or low pitch it Would b 
xssible to sing with it settled firmly as a rock at its loves poin 
Pei: Behinke’s “a Mechanism of the Human Voice.” a 7 


















FAULTY TONE-PRODUCTION AND REMEDY. 189 


in the throat. If nature had constructed the vocal machine in the 

simple and stable manner of a musical instrument, it would be, of 

course, comparatively easy to determine and regulate the use of all 

its parts, But nature has exhausted her ingenuity in the formation. 

of the vocal organs, in order to: give a singer inexhaustible meats, 

for his dramatic talent and skill. Just this wonderful versatility: 

of the vocal apparatus niakes its study so difficult, and, in conse: - 

quence, so much misunderstanding and abuse are possible and of © =. 

frequent occurrence. Mr, Behnke agrees with the best authorities 

that when singing — in chest-voice or falsetto — the. voice-box fises o 

gradually with each higher tone. A teacher who insists upon his... 

pupils keeping their voice-boxes perfectly. still commits.2 serious |... 

mistake, because it is. always injurious to: do violence to:nature. It 

is one thing to keep the voice-box steady, thereby facilitating the - 
‘the ‘hich act immediately upon: the phos os 










eat purpose. T have. Bad op:. aoe 
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. "&óunded unmusical, diy and hatch, to tacking all sympathy, i no: o matter Vea 
esl how good their natural voices might be. oo tg Pak 
S Why is it that no: teacher. of elocution has ever bee down to 77 
fonce his s pupils to such. Morus and unnatural = 





| pitch, th 
deepe de d ione sinks ? TY follow the dictates ef nature as ^. 
illustrated by the very spirit of the language they: speak. Weleat | ^. 
from Prof. Tyndalls * Lectures. on Sound,” that all the vowel. 
sounds nd foa certain now he. e proves by funing forks) eon 









cavity, which in | hé plaa. 
thé voicé-box. In voit stands 
higher; in @ it, rises more; 
-Helmholtz* finds the actial 
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nance of 2 and a2 to be one octave; @ is one octave above aa, 
while ee is so high that none of his tuning-forks could reach it. ` 
The fixed-larynx system must be condemned for another reason, 
namely, because it prevents the singer from ‘correctly shading his 
tones in sympathy with the sentiments to be expressed. The spirit 
of a language has, for the most part, given the bright vowels to 
words expressive of joy and gladness, and the dark ones for the 
feeling of sorrow and such passions as form the dark shades of the 
human heart. If the singer wishes to give the right dramatic ex- 
pression, he will have to study and practice all the movements of 
the larynx. In the bright and gleeful outbursts of joy the larynx 
must rise; in the melancholy wail it will sink to its lowest ‘position. 
According to the modifications of these two contrasts of passions, 
the singer must treat the resounding-cavities as the painter’s hand 
dips the brush into the different colors to give the imprints of the 
imagination of a genius in painting feelings and passions... In com- 
parison to such an artist what a lifeless, what a wooden frame is the 
singer with the fixed larynx! There is only one ‘shade: possible in 
his voice. He islike the little boyish dabbler in colors, who uses 
black or dark gray for all his attempts in painting. For high or 
low, joyful or sad, quiet or excited situations he drawls out the same 
monotonous tone. The sarcastic doctor of divinity in Prussia, who 
defined music as a wéll-regulated and systematic noise, might have 
received his impressions from such singers! MEA 
A certain singing-teacher “from the principal Italian opera houses" 
justifies his fixéd-larynx system, affirming “that like musical instru- 
ments the voice is capable of. only one timbre," There is not an 
atom of truth in this assertion. I object to the establishing of the 
laws and essential conditions of the vocal organs by the rules that 
` govern the manufacturing or the playing of. musical instruments, 
Still, by way of a- comparison, even 2 musical instrument in, the 
hands of’ an artist shows that it is capable of a wonderful variation 
of timbre. If this were not so, how could Rubinstein on his piano, 
"Wilhelmj on his violin, Fischer on his violoncello,.and many: others 
. on várious wind-instruments, make them speak so. expressively in 
the tone of the feélings and. passions that fll the human bréast? 


TECUM es E 
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With so much more emphasis must I protest against degrading the 
voice to a monotonous drawling machine like a bagpipe. Incom- 
parably better than any musical instrument, in fact, with the greatest 
truth and naturainess, can the human voice express all human feel- 
ings and passions, because its. resounding-cavities are like a kaleido-- 
scope, capable of an infinite versatility. Only a talented artist, and 
he only after years of close application and study, can reach per- 
fection in this. But a fixed larynx can rever achieve such artistic 
success; just as little as- a kaleidoscope c can vary its picture ine 
out mobility. 

'To repeat: Singirig- with à fixed taiynx i is unnatural - E 
tion; and, besides its injurious | effects upon the physical condition 
. Of the vocal organs, it produces, a diy, rasping sound and-makes 
truly artistic singing impossible. But whén we consider that this 


faulty c goes still further and "carries its open chest-tone with 
: hi ee of the singer's compass, 







i ing ‘tenor voice. - H egun Bee instruction and is s practicing l 
"his lesson.’ There he stands on his tiptoes, or rather hangs on them 
upward in an oblique position, his equilibrium kept by. the stretch 
of imagination. and a strong will, his shoulders: erect, his head 
stretched backward, nose and chin pointing to the sky. Now he 
jumps, and out comes a yell, high éhough to make thé poor fellow 
dizzy, propelled with an effort, as if-he were practicing. throwing | 
bomb-shells. into: the moon, his mouth: serving for ‘the opening of 
the mortar. It was a terrible yell: Sti an uncultivated ear would 
be filled with ‘wonderment at such & g fone. ' After another year : 
we meet him again. In the araniime lie has become thinner and 
paler. We find him at à similar perforinance. His efforts have 
become. stronger, his heels, sho iders, head and: chin are loftier than 
. before, he jumps a foot higher t han à year ago. "What an immense 
yel must necessarily follow! -It wasa breakdown. "He tries 
again and egain.. .. The sani n od time. < Oña lower tone, 
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finally, he succeeds, but the tone is not strong, it is hard and squeaky. 
After another year we find him again—broken in health, voice and 
spirit, completely discouraged, after having spent a fortune for les- 
. sons and doctors’ bills. I can cite strong authorities against the 
fixed-larynx system. Tosi, in his celebrated book, of which I have 
spoken,says: * Some teachers have so little experience that they 
force a pupil” [Tosi speaks here of male voices] “to sing long and 
high sustained tones with open chest-voice. In consequence, their 
throat becomes from day to day more inflamed, and if the pupil 
does not lose health and voice altogether, he will surely lose his 
. higher tones.” Tosi wrote these lines more than 200 years ago. 
With greater force they fit our own times. Dr. Charles Burney’s . 
and A. W. Ambros’s historical works are full of complaints about . 
the unartistic yelling of the French school of singing, which proves 
especially pernicious to tenor voices in the high range. In this . 
“regard, the most guilty man is undoubtedly Gilbert Duprez, born in: 
Paris, in 1806. 
Possessing himself 2 phenomenal voice, only extraordinarily ro- . 
bust and powerful voices could stand “ the extreme strain put upon 
thei by his vocal school—weaker ones lose life and voice by it." ^ 
“These are weighty words, accredited to no less an authority than 
Hermann Mendel. E 
.' As this country, and especially the city of New York, li dli: 
í bér of the cruel representatives of this voice-ruining. school, I must 
add the | lengthy evidence given by Castelli as cited in Emil Behnke's 
“Mechanism of the Voice:” “In the field of singing a new man. 
arosé, who, in spite of. grea personal attributes, worked destruc- 
tively for the future, and whose influence upon the later manner of 
‘singing is seldom truly recognized. I.mean the singer Duprez. 
Hissed off at first in Paris, he went to Italy, where he stayed sev- 
á is. and then. returned’ to the French capital. When he came 
Ocal resources, aS he did in: the fourth act :. 
ght out the: high C án the chest-voice with i 
| organ, it, was all over with the fame 
t, till then: the favorite of the Parisians, - 


E re gnized th the fivàl's power. His day F 
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was over, and, in despair over- his lost and irrecoverable glory, he 
flung himself from an upper window upon the pavement, and so 
made an end of his life. Duprez may justly be considered one of 
the greatest dramatic singers. of our time, and the main féatures 
of his method soon spread themselves over all Burope. After hear- 
ing of Duprez, and how the chest-register could be cultivated even) 
into the highest regions of the voice, the public were no longer 
contented with the use of the falsetto of the old Italiam school. 
Soon it became impossible to be engaged as a ‘heroic tenor,’ with- 
out, at least, possessing high Bb. in the ‘chest-tone. The singers, 
found it a more thankful task to humor the taste of thé public than 
to pay extra regard to the ‘intentions of the composer; for often’ 
-Meyerbeer himself indicates, ‘by a fp, his design that the falsetto. 
and not the chest-tone should be employed. That every tenor 
singer, whether such high pressure suited: his natural: compass Or not, 
strove to screw his voice up: and *make effect,’ was very natural, for’ 
art goes after, bread, ah igh € with the chest-voice often real- 
izes an income of thousánds ; ts fortunate possessor. Roger has 
made a laudable excep is beautiful use of the falsetto’ er 
tainly produces. à moré agree ible effect than the forced chest-tones 
so unnatural to the organ of ‘many a singer. How widespread is. 
this mistaken notion that the use of the falsetto is. entirely gontraty’ 
to art, we hear frequently enough: in. the ‘expressions of dividuals. 
when some unlucky tenor happens to get caught’ on ‘one ‘of these 
labored falsetto tones. "Thus the school ‘founded by ‘Duprez, i 
; e inging; the ruin: 
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case (see Section 54, I.), the exercises, of course, to be adapted to. 
each voice. ' 
As the entire fixed-larynx system is based upon a rejection of, 
vocal registers, endeavoring to do away-with them by means directly 
opposed to what I have laid down in Chapter XII., I refer to this 
‘ chapter again, every line of which is in refutation of this pernicious 
habit, and intended to point out a remedy. 


$57. General Stiffening of the Throat whereby Throatiness or Shrill- 
ness is Caused. : ' 


« , This section can be very brief for three reasons: First, pupils 
', present such a variety of symptoms that it is almost impossible to 
settle upon the average appearance of this trouble ; secondly, it is : 
a hopeless undertaking to decide which part of the throat by stiffen- 
ing causes the voice to sound throaty and which to become shrill. 
All the parts of the throat belong to one organism, and the action. 
as well as the cramping of one part affects, more or less, the other , 
‘parts. Thirdly, the remedy for all these troubles is the same, and 
-is the one prescribed in the previous section. ' 
. I cannot dismiss this subject without calling the student's atten- . 
tion to the danger of cramping the throat. No matter what part is 
_ stiffened, whether the tongue-bone muscles, the larynx, or the car- 
^ ' tilages, cords and muscles on the sides of the throat, it will cause 
_. the tension-muscles and the vocal ligaments to be severely strained, 
4," which will surely injure the throat and voice. 


à 


§ 58. Nasal Tones. 


na ] (7 p is commonly understood that a nasaltone is caused either by 
letting too much or too little air through the nose, This theory 1s 

. entirely false. It may seem presumptuous for me to say this when 
15 the whole fraternity of physiologists, physicians and singing-teachers 
' shave maintained it so long. I have demonstrated to many profes- 
‘sional gentlemen that it is possible to sing a perfectly clear tone 
with both nostrils tightly closed. On one occasion I did this behind 
.Scréen, in the presence of witnesses, with a party of listeners on the 
ther side, T sang a number of tones in regular succession, with the 


] 
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nose closed by the fingers; and afterward with the fingers removed. 
The tones were, in both instances, acknowledged to be perfectly 
clear, and not the slightest nasal quality could be detected. Any 
singer who is ‘free from the habit of nasal singing can make the same 
experiment. 

This fallacy may have originated from the fact that when à person 
has a bad cold in the head he, as a rule, talks quite nasal. This is 
caused by a swelling of the mucous membrane of the posterior nasal 
tube, or by layers of mucus that have been secreted there. Often it 
is caused simply by imagination. Tell anybody to close the nose 
with the fingers and vocalize, and you may be sure he will sing 
nasal. This, however, is only because he thinks he must sing nasal. 
Let him determine to sing clear and he will do it. I have never 
known it to fail except with the singer that sings habitually nasal. 

The mistake has been made, I think, in not distinguishing suffi- 
ciently between the resonance-chamber of the posterior nasal tube 
and that of the nostrils. Every tone sends part of its sound-waves 
into the posterior nasal tube ; the lower tones only a small part, but 
the higher the tone, the more important becomes this tube as a res- 
onance-chamber. But these sound-waves have to return and pass 
out through the mouth, As soon as the sound-wave goes through 
the bridge of the nose into the nostrils-you will hear a nasal quality, 
which varies in intensity according to the size and intensity of the 
sound-wave. A nasal tone is produced as soon as a part of the air 
goes into the nostrils, If no air enters the nostrils, no nasal tone 
can be produced. i ] i 

Can a person speak clearly or sing words without à nasal twang 
if the nostrils are obstructed? Yes, in both cases, except 1n singing 
or speaking the subvocals s and s. The letter /can be pronounced 
clearly even if the nostrils are closed. Of à, 4 and g, only 2 will 
show an increased nasality, Ali the other speech-elements can be 
given as well with the nostrils closed as with them open. 


How can the ‘Nasal Habit be Cured ? 
In all cases of faulty tone-production too much stress cannot be 
laid on the assistance afforded by: a correct, musical ear. I have 
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.’ noticed that many students have great difficulty in perceiving with — 
their ears when they were singing nasal. When I sang a clear tone / 
'and then imitated their nasal twang, they at once heard the differ- 
ence; but in their own voices..they were hardly aware of it. Any © 
pupil can readily learn to distinguish all other bad tones; the trouble ©. 
seems to be to teach the ear to know when the singer is singing . 
nasal. This is the first step toward a cure. A teacher will find his : 

_ patience severely tried in this respect, but he must persevere. : 

The vocal profession is, probably, more helpless in removing nasal 
tones than in correcting any other fault. The faulty muscle-action : 
consists in dropping the soft-palate and uvula. The pupil should : 
be given exercises to enable him to raise them. ; 

^ Jn ** Voice, Song and Speech" are three exercises that may assist . 
the student. I prefer Miksch's exercise somewhat modified ; it is . 

similat to the exercises just referred to. Stand before a mirror, open: ` 
the mouth wide, and with a tongue-depresser (one can be impro- ` 

. vised with the handle of a spoon) press the tongue down as far back. ` 
_as possible without gagging, and slowly take a full breath through : 
the nostrils. After considerable breath has been taken through the 

- nostrils, finish the inspiration forcibly through the mouth, and then. . 

exhale. Do this several times in succession. The thought and will-::.. 

; power must be directed toward the uvula and soft-palate in order to. : 
_ strengthen them that they may lift themselves up and back against. `- 
the entrance of the posterior nasal tube. — m 
~ Ahothėr practice is. vocalizing with the nostrils held closed. Be- 

» sides this, I recommend the exercises given for the so-called fur-. 

- lined Z (Section 85, Example 1). I have often used them with suc: : 
; céss in overcoming the nasal habit. The attention must be fixed, 
| however, upon the direct throw of the air and upon the opening of 2 
.. the air-passage from the trachea into thé mouth. | M 

^. While these exércises are of more or less value, the best practice 

or the removing of nasal tones is the faithful application of the | 
thing-Gymnastics, especially those of the Second Series. Ac 

! who has gained such control of the breath that he uses. no .. 

or voice- ion, and knows how to throw: 


‘ad forward through the mouth independent of any direct — 









than is needed for voice-product 
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force with the throat-muscles, will seldom, if ever, produce nasal 
tones. 

When other means fail or succeed only partially in correcting this 
habit, imitation of a pure tone is frequently helpful. Very soft vo- 
calizing with the mouth in a smiling position is often of assistance, 
as is also very soft humming. 


8 59. Bad Tone- Qualities Caused by the Tae. 


"The tongue is apparently a very fiexible member, which accounts 
. for the many difficulties that it causes. It has already been said 
that the tongue, when untrained, will often move to a point oppo- 
site to the one intended. ‘This: explains why so many singers curl 
the point of the tongue upward and_ hold it so while singing, when, 
on the contrary, it should never be above the lower front teeth on 
any vowel-sound. Others, again, si ‘stiffen an ind crainp 4 the tongue back 
against the fauces and uvulá n 

The tongue must be put: into many different positions in order to 
shape the resonance to thé 
the tongue has to'e 
natural clumsiness : 


















tongue 





ginning them the student's attention is called to the follo ring 
1, Always practice before a looking-glass. . 
2. Be sure that you do hot stiffen the Je wer f jaw i jor x rude it. 
3 Hold that part of. the! 
faxed; ‘in other words, do 








el-sounds, But in aiticulation : 
| gteater variety of movements. ' “The: |. 
i and its manifold duties, make a: 

faithful practicei of the: t ngue-exercises indispensable. Before beH 
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(2) Open the mouth wide; put the tip of the tongue at a com- 
fortable point on the left side of the upper molars, and practice the 
same movements to the right and left as in the preceding exercise. 


Exercise Il. 
Semi-Circular and Circular Movements. 


(a) Open the mouth wide and put the tip of the tongue at the 
. third lower molar on the left side; then describe a semicircle down- 
ward very slowly, only lightly touching the bottom of the mouth, to ''; 
the third molar on the right side and back again to the left in the 
same way. Repeat several times. 

(6) Make a similar movement from the third upper molar on the . 
left, over the roof of the mouth, to the right side and back again. 
Repeat several times. 

(c) Put the tip of the tongue at the third upper molar on the left 
side, and from there make a complete circle slowly over both lines 
of a and 4 several times in succession, barely touching the surround- 
ing flesh. 

(d) Describe this same circle from right to left. 


Exercise III. 


Turn up the tip of the tongue and press it against the roof of the 
mouth just above the hard-gums; with a contracted, spring-like ac- 
tion let it suddenly bound against the corresponding point below 
the hard lower gums, similarly to the action of the syllable Zza with- 
out sounding or even whispering it. Do this several times. 


Exercise IV. 

Direct the tongue-tip to. touch various parts of the mouth, and see 

that the orders are carried out promptly and correctly. 
Remarx.—I never advise a pupil to exercise the tongue by push- 
ing it out as far as possible, first, because I fear it may harm the 
membrane by means of which the horns of the larynx are fast- 
. enmed to the tongue-bone ; secondly, because I see no reason for 
: it, as the tongue has no function to perform which requires 
. Süch a movement; and, finally, because it is an exercise that 
„~ looks horrible and vulgar. 3 


E tes 
Wg 
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§ 60. How Disagreeable Palatal Tones are Produced. (Gaumentone.) 


Vocal and physiological scientists are very vague in regard to this 
kind of bad tone-quality. Among, German specialists there seems 
to be no distinction made between: Gaumentone and Kehltöne. Lit- 
erally translated, the first means palate-tones, the second, guttural 
or throaty sounds. The word Gaumen means palate and Kehle © 
throat. Wrong muscle-action at either place can be easily distin- 
guished, asivell as the difference of the sensations to the ear. True, . 
these two muscle-actions ate frequently combined; yet there are 
enough pupils that have but the one habit to enable a close observer 
to note the difference between palatal and guttural sounds. 

The pupil’s attention has already been drawn to this habit, when _ 
it is found at the transition line between the medium and the high - 
range in male voices, and the remedy pointéd out (see Section 55, 
Example 29). Female singers often use this faulty action in their 
highest range. In the medium or lower range it is seldom found. 
The contraction of the palatal arch. together with the high position 
of the back part of the tongue, which i is always found with this kind 
of tone-production, diverts: the- sounding air from its. straight course .. 
and impels it against the roof of the mouth near the soft-palate, in: 
stead of being thrown out in: a direct course through ti the opening of | 
the mouth in front without any hindrance. . 4 

It is much easier to show à pupil how to: learn. a certain muscle-' s 
"action than to explain how not to do the wrong, one, Contracting | 
the palatal muscles is a needless strain, and the only remedy is simply « 
not to contract the muscles; it is just the reverse of the habit dè- . 
scribed. in Section: 58, in treating of the nasal tones by dropping the. 
soft-palate. ; ^ 

The first step: toward a cure. is EA humming tones in the 
range where this faulty action is used. The next exercise is. the one 
to be described i in the following section, namely, to hum for a couple 
of seconds each of the tones: affected by this muscle-action ;. then to: 
‘open the mouth and sing them, using the most. favorable vowel- 

' sound, without i increasing the: olume. This will break the habit of 
pontrachng the palatal muscle N en Bene repeated swell-tones. 
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with only a slight increase at first, increasing the ‘volume i in propor- 
tion to the control gained over the habit. l 


§ 6r. Jaw- Tones. 


: Thére are four ways in which a tone can be affected by the jaw: 
First, by stiffening the jaw; secondly, by holding the lower teeth too. 
mear the upper ones; thirdly, by moving the lower jaw too far for- ` 
ward; fourthly, by forcing the fleshy part under the chin down and 
cramping it. 

‘ - 1. Stiffening of the jaw is remedied by humming exercises. Sus- 
tained humming ‘tones seem to attack the very root of the evil. 
 Colorature exercises hummed are the next step. The final exercise : 

“tis the following: Sustain a tone in the medium range for a couple 
‘of seconds asa humming tone ; then all at once, without stopping the 
r tone, open the mouth wide in the position of the vowel a2, but do 
" fiot increase thé sound. Hold the jaw perfectly relaxed. It has the | f 
‘Same effect as. singing very softly the syllable maa. Afterward, on ° 
;, the same pitcli, hum 7: and again: drop the jaw gently and sing very " 1 
2 _ softly the syllable xaa; do the same on Æ | Practice this exercise on ; 
several higher and lower tones of the medium range, changing the ' 
‘vowels at each tone. By degrees, add a repeated swell; but the. 
_Anstant you find the slightest stiffening of the jaw, begin the diminu: '; i 
D ndo. Finally, practice this exercise as a long swell; but be sure e 
iot to begin the crescendo during the humming, and as soon as any: 
ening is felt, diminish the tone, If the jaw is stiffened when sing. 
‘ ing in the lower or upper range, then practice these exercises in that 
; Tange where the stiffening occurs.’ 
E Af the lower jaw is not dropped sufficiently, there isinot enough: d 
‘space in the resónance:cavity - of the mouth, and the tone will sound i ; 
muffled. :'This is particularly the case with the vowels a@ and aw. ^ 
gus at: the same. time; ihe jaw is stiffened, the tone-quality will be. d i 
vorse yet. The' famous singing-teacher, J. A. Miksch, used to put, . 
i bit of wood between: the “upper and lower front teeth, thus “+ 
| P ‘his mouth open. T either cut a match | 
























FAULTY TONE- PRODUCTION AND REMEDY. 201 


"This simple contrivance is. also useful to the. tongue. Pupils who. 
find it difficult to hold the tongue near the edge of the front teeth in 
‘the aa-sound, can hold the tip against the lower end of the chip, 
‘which is easier felt, and thus accustom thé tongue to stay there 
‘in a far shorter time than by ae it against the lower front 
‘teeth, 

3. The habit of keeping the lower jaw too far forward causes an 
exceedingly unpleasant quality of tóne. This may be cured by the 
exercises. advised in Nos, i and 2. If these should not have the de- 
‘sired effect, then I modify the method that my father used in his 
singing-classes to correct this habit, which was: When à pupil sang 
with the lower jaw protruded he had! him stand against ‘the wall, 
and held the big end of. his violin  agaifst the chin, In that position 


ing a SAT against the chin; then take a full breath, hold ita dine 
After à a couple of seconds, release 












again. p pee 

4. Finally, the habit of depr t t 
under the chin is cured in: exacti he same way as. E fault de-i 
scribed i in No. Gs D "m : 3 
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range of tones, should also be practiced for a long time. All sing- 
ing-exercises should be done very softly. Articulation-practice 
should bé done, for a while, in a whisper, with the larynx in its low- 
est position, When voice is at last used, it is important to sing 
softly. In all practice, great care should be taken to keep the throat. 
relaxéd, and to use for the humming and soft singing the muscle- - 
action of Breathing-Gymnastic IX., and for the articulation-exer- - 
cises the diaphragmatic push. This will establish, by degrees, the 
natural chest-voice. After this is settled the case can be treated 
like any other. 
§ 63. How a Muddy Tone- Quality is Removed. 


Probably none of the movable parts of the mouth can be so little 

. influenced by exercises as the lips and cheeks. But inactivity or . 
„any other defect in their action will cause the tones to have an un- | 
pleasant, muddy quality. The easiest way to keep the upper lip and . 
the cheeks away from the teeth is by vocalizing on aa, 4 and eein & 
decidedly smiling position. ‘The raising of the upper lip should be 
‘practiced until perfect control is acquired, not only because it is 
necessary in vocalization, but because it is very essential in the prac- * 
tice of the consonants. Care should be taken not to let the muscles 
..., on the sides at the opening of the nostrils act in raising the lip, for 


this causes nasal tones. 





§ 64. The Tremolo or Tremulando. 


Here we have to deal with a fault that is sometimes a virtue. But 
as this book does not treat of dramatic expression, I will only say 
that frequently the air is expelled forcibly in order to picture with 
the voice a violent outburst of passion and emotion. A light tremolo 


P will produce a good effect to give expression to a feeling of fear, 








> anxiety or anguish. Outside of such cases the tremolo must never 
-be uséd in singing. Who has not heard singers that always sing 
vith ait affected tremor in their voices? This is often done to hide 
‘worn-out voice, but mote often because they are under a foolish 
ion that’ this tremolo is very expressive and dramatic. Witl 
Xcéption of the execrable habit of a continuous portamento, I 
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know of no style of singing so unnatural as a perpetual tremulando. 

This habitual tremolo, however, is not always the result of affecta- 
tion or mistaken ideas of expression. It is often caused by a chronic 
weakness of the throat-nerves, superinduced either by general 
nervous debility or, more often, by overstraining the throat and in- 


judicious training. The former case must be referred to a physi- ' 


- cian; the latter will only be remedied by faithful study and practice 
of breathing-gymnastics and of the laws of tone-production as ex- 
plained in the foregoing chapters. 


: CHAPTER XIV. 


PRACTICE OF PHONETICS AND OF ELEMENTARY ARTICULA- 
TION-EXERCISES. 








‘. In the beginning of Chapter XI. I spoke of the necessity of a 
i singer thoroughly studying the English language, and therefore do 
: Rot need to repeat what was there said. I will here discuss three 

objections that are raised to articulation-exercises. 

The first objection is that the consonants have not sufficient car- 
tying-power to:be heard in a large hall; therefore it is useless to 
practice them. The second objection is that “if song was originally 


intended for the expressing of one’s own emotions, and not for the’ 
communicating of ideas to other persons, what need is there of' 
attempting to develop the articulatory element at the. expense of 
‘melody? Does not consonantal excellence mean impeded vocal- } 
ization? "* The third objection i is that people do not care to under- . 
'stand the words as.long as a singer produces beautiful tones aüd 


‘excels i in. dramatic expression and action. 







. Have the Congohente Sufficient Carrying Power? 


"They: ‘wish to find an excuse for their slovenly pronunciation, and 
make the false assertion that consonarits have no carrying-power, no 
‘matter how distinctly ione pronbunces them; thatthey cannot travel 


iy opinion only lazy singers. consider consonants useléss, 


with the voice, An onsequently, cannot be heard anyway. 1 





^ vowel-sounds. : Hel 






distance. 





Agree that, in à general. way, the consonants cannot reach as far as. . 
oltz says: “Ofithe human voice the con- ` 
It is, very Ete to listen . 
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Words can no longer be distinguished with the exception, perhaps, 
of those composed of m ör zi with simple vowels; as mamma, no. 
Still it is easy to distinguish. the vowels of. almost every word that is. 
spoken.” 

Oscar Wolf* experimented ona perfectly quiet night during a 
walk under trees, with the ‘following. result: Of the vowel-sounds. 
ak was heard 360, 6 350; # 340, € 330, ¢¢ 300, of 290, ou 285, u (oz) 
280 steps. Of the consonants A was heàrd.12 steps, 2 18, r'4i, & 
and 7 63, f 46, $ 175, sh-200, m and » with ‘the vowel aa 180 steps. 
These experiments aré not strong enough in favor of the consonants, 
In the first place, Helmholtz. tefers to great distances that co d not. 
possibly come under a singer's consideration ; ‘besides, it was in the: 
open air and, in the second experiment, the conditions were not. 
favorable for Wolf, as the trees with their branches and leaves broke 
the sound and hinderéd especially hen oia of the conso- 
nants. Moreover, Wolf has evi 
séparated from vowel-só ids äni 
and 2, which could n 
tonic. If these experi 
thoroughly, I am sure th 
which a voice could, bel 
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tinctly and correct]; 
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the expression of emotio 





as a musi- : 
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cal subject. Yet I must acknowledge that musical forms, though 
very expressive, are not sufficiently distinct to convey their meaning 
beyond the possibility of a doubt. For instance, a musical subject 
may appear very expressive of sorrow, but it will not create in us 
deep sympathy, for the reason that we do not know what kind of 
sorrow the music expresses, Language alone can explain this, 
Therefore an understanding of the words is helpful to a melody. 

To define song as merely the expression of emotions is a great 
mistake. This is the definition of music in general, as rendered by 
instruments. <A song is music, to be sure, but it is a great deal more 
than this. Song is the product of two great arts— music and poetry. 
Each is an essential element of song. The articulatory elements of 
a poem must be practiced diligently, for if this essential part of sing- 
ing be neglected, if thé singer pronounce his consonants wrongly 
and clumsily, then they are surély à hindrance to the melody. If, 
however, he treats them, as he should do, artistically, then they will 

‘be interpreters of the feelings ingrained in the melody, and they will. 
give vigor and life to the tones. This cannot be done without hard 
work. The voice is helped by the consonants. Every singer who 
makes their study and practice one of his daily tasks will find that 

` thè voice shows a new impetus in its developing directly this practice 
is added to vocalization. Consonantal excellence means, therefore, 


. vocal elegance. 
To the third objection I say that it is a misstatement- for 


III. The Public Demands of a Singer the Distinct Pronunciation 
of Words. 
The giis advanced state of musical culture absolutely re- 
quires a distinct enunciation of words. On this subject Gustav 
' Engel* says: i 
* Tt is true that distinct enunciation was often neglected when so- 
called technique and skill to execute difficult tone-passages in rapid 
°" time were considered the most important part of the art of singing. 
m ‘larynx was isolated. as much as possible from its relation to 
‘ithe organs of articulation, and treated only as a musical instrument, 





J 





, ye Die. Consenanten der dintschen Sprache, Berlin, Toy 
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"The most natural thing, however, in cultivating the voice, is to pre- 
serve that peculiarity by which it is distinguished frómi all musical 
instruments — its connection with language. ‘Nowadays we demand . 
much from musical lyric and from the poems that form its founda- 
tion, and tolerate no opera without a good dramatic plot. In the 
‘same proportion we require from a singer his whole attention to the 
joining of word and tone. In our days a singer can please even if 
he does not possess a large voice. But he cannot sing satisfactorily 
the simplest song without an artistic treatment of the language.” . 
This artistic treatment of consonants, so positively demanded by 
‘the public to-day, depends solely upon the faithful practice of those 
‘muscles that are necessary: for the management of consonants. To 
‘improve the exactness and flexibility of the muscle-movements for 
the interception of the air, together with &ufficient degree of vibra- 
tion of the vocal bands, should be the aim in practicing the conso- 
nants. The tongue is a very important agent in this, and upon the 
"accuracy of its movements depends the beauty of almost every con- 
:Sonant, with the exception of zz, 2, 2, 2», v and f, which are taken in 
charge by the lips. A modern writer aptly says: “The, tongue is 
only an accommodating waiting-maid in producing vocal sounds, 
‘but in the enunciation of consonants it plays an independent and 
‘very active part. As the fingers of the violin-player move on the 
‘Strings from place to place like a wandering violin-bridge ‘or screw, 


so the tongue moves.up and down in the mouth, pressing here and . df 


there, now stronger, again milder."* 


$66. The Nature of Consonants. l | 

The free egress of air through the mouth is one of the essential: 
conditions of a vowel-sound. The interception of air in its passage 
through the mouth causes a certain aspirated noise which we call a^ 


“consonant. Various authors classify the phonetics either with regard . P 
'to the muscle-action used in their production, or to the particular - 


-effect produced, or whether vocal sound accompanies the aspirate 
or not. I mention Friedrich Schmitt, of Germany, the author of a 
celebrated singing-method, as the one who divided the consonantal 

. Emil * Emil Paleske, Kunst des Vortrages. Sung 10, | 
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family into three classes or groups: (2) Die Klinger, or the subvo- 
cals; (4) Die Zischer, or the hissing sounds; (c) Die Drücker, or the 
explosives.* _ 

The reason why I call particular attention to this classification is. 
because several German siriging-teachers have used this grouping for 
the English consonants, not only in private, but also in printed 
works. Although many German consonants have exactly the same 
expiratory quality as the English, still nearly one-third differ mate- 
rially from the English ; so that if the above grouping be used in 
teaching a pupil the English consonants, his pronunciation will con- 

. tain many errors. For the vocal student who uses the German tan- 
. guage in singing, Schmitt’s classification is most excellent. 

How should consonants be arranged for the English vocal stu- 

dent? I do not think it best to classify them, according to the 

. inuscle-action, into labials, linguals, gutturals, etc., for this does not 

always reveal the exact nature of a consonant. The following divi- 

sion into two classes seems to me the most practical : (1) Hard aspi- 

' rates without any vocal sound; (2) Mild aspirates with more or less. 

vocal tone, sometimes called, on this account, subvocals. 

A peculiarity of nearly all the consonants is the necessity of raising 

" the upper lip somewhat to usher them in. Only six are excepted, 

, namely, 4,2, m,~, wand wh. This lifting of the upper lip Hey 
*' ' calls the préparation for the consonant or the «state of readiness." 

^^. In order to make the practice of phonetics and all articulation- 

| movements easier for the pupil to remember, I will consider them. 

"Be ording to their alphabetical order. 






§ 67. The Hard Aspirates. 
: £F, as in For. 
"The: ‘upper lip is. lifted somewhat ; the under lip i is dawn up and 
in sufficiently to ‘cover the lower incisors, and. is pressed lightly 
against the edge of the upper incisors, The tongue lies flat and 
‘rather low, its tip near the roots of the lower front teeth, but without: 
g against them. : The middle of the lower lip:allows of a 
mall opening through which. the air is blown out, "The size of the- 
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opening is in proportion to the force with which the f is formed. 
The greater the force, the tighter must the middie of the lower lip 
be drawn, and vice versa. The air-forcẹ used in the throat and the 
pressure of the lower lip against the upper front teeth must be deter- 
mined by the dramatic power of the sentiment to. be expressed. 


HH, as in House. 
Here we meet two exceptions to the rule: First, the upper lip is 


not raised; secondly, our definition'of a consonant does not hold 
true; for, in this instance, the air is allowed to escape more freely 


thari in any vowel-sound. The letter 4 can be considered as the in-  - 


ception of a vowel-sound. If it follow a vowel, it is always silent. 
The position of the mouth for Z depends upon the vowel that fol- 
lows, ‘The singer should also be careful to economize the air in 


pronouncing 4 In no other sound is theré so much danger of | 


wasting breath as in this one, The force used in the throw of the 


air is the only means of reeulating the expressiveness of this | con-.. 


sonant. 
Cha as th. Chari, 


In reality, ‘this | isà {compound letter. Its sound’ is shown. by 
writing it as if spelled **tsh." The lower jaw is drawn up à little. 


The tip of the tongue is held against the upper part of the upper front 


teeth and the upper inside front gums; the sidestouch the hard upper 
gums and the molars. Suddenly the lower jaiv is. dropped a little, 


and a small channel is formed in the front of the tongue, through - 
which the aif is-hissed in a dull stream. The:stronger the tongue is - 
pressed against the parts just mentioned and the more force used. in | 

the expulsion of the air, the more forcible will these consonants 


sound; Milder passions are expressed by less force of tongue-pres- 
fure. and air-expulsion, : cid 
K, as in in King, G, before aa, said Ch, — Q; as in 


Ü, 






Raise the upper lip, The foot. of the tongue, the tongue-bone 
and the latynx are a little higher than itr the vowel ec. The tip of 
the tongue i x turned down nearly t to. the bottom of the mouth and 





i 
! 
| 
] 
| 
| 
| 
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pressed against the lowest part of the front gum. The back of the 
tongue is pushed against. the entrance of the air-passage into the 
‘mouth, the upper part against the hard-palate and the sides agains! 
the molars, and presses also against the soft-palate and uvula. A! 
the moment that all these muscles contract, the vocal ligaments are 
closed and no air can escape. All at once the air is forced through 
a small opening between the back of the tongue and the hard-palate. 
The amount of pressure used before the explosion occurs and the 
degree of force in the throw of air, produce the various shadings of 
this letter from strong to weak. 


P, asin LO 


This is undoubtedly the most decisive explosive of all the conso: 
nants, It is formed by pressing the lips closely against each othet 
throughout. their width. Then, all at once, forcetheair out,* causing 
them tó' explode. Ithink it more pleasing if tlie air. is not blow 
out from the:lungs. The shading of this letter depends upon thé 
degree of lip-pressuré and the suddenness with which the lower j jaw 
is s dropped, ien 

i 4$, as in ‘Sap | 

"The sibilant sound is -— as follows: The upper lip is raised; $ 
the teeth closely, approach each other; the lower lip should be pei- 
fectly quiet; the tongue lies high but flat ; ; its tip should not touch 
tlie inside of the upper incisors but is right behind them. The sides 
of the tongue should fill the whole space between: the roof of the 
mouth and the upper teeth, excepting a small space between its tip. 
and’ thie two middle upper incisors. From this point to the back 
of the tongue should be à channel between the tongue and the roof 
of the mouth that i is sinallest ‘between the tip and the two middle 
I (is: forced as. a thin, sibilant sound or a hiss 
; back of fhe front ‘teeth. An Hed action 
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teeth as just directed and increase the. pressure of the sides of the 
tongue, causing the air-channel to become narrower. This will 
make the sibilant sound stronger. If, on the contrary, the hiss is to 
be made weaker, simply lessen the pressure of the sides of the 
tongue, and decrease the aif-force; but.do, not t drop: the j jaw. 


Sh, as in She. 


I have often heard it said that this is the Same consonant as the. 
German “sch.” This is not so. There is.sóme similarity between 
them, but they differ greatly i in strength and catrying-power and. also: 
in the position of the- lips: The English Sh is. much weaker than the 
German ‘sch ;”’ it is more like s in sound and position. ‘The pupil 
should, therefore, prepare for the s-position, raising, of. course,, the: 
upper lips but for the rest use less preme along the sides. of the 
tongue. Let the tip the to 
5 be placed behind ti 





z 
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at the explosion the brighter will be the 7; the smaller the opening 
the darker will be the 7. à 


f Th, asin Thought. 


Raise the upper lip slightly, and place the tip of the tongue be- 
tween the teeth with its sides touching the upper molars. The 
breath is forced through the opening between the front part of the 

ü. tongue and the upper incisors. The grading of this (in my opinion) 
"E very disagreeable sound is done by the force of the air and the pres- 
sure of the tongue against the front teeth. i 


Wh, as in Where. 


The student is referred to the two exceptions from the rule given 
for A4, the only difference being that in this case there is not quite as 
free an outlet for the air. The position for this consonant can be 
learned easiest by putting the mouth first into the position of vo and, 
without sounding it, change the position to that of ø and simulta- 
neously aspirate strongly in these two successive positions; you will 
have the sound of wi. This consonant is to be considered as the 
inception of a vowel. ‘The first position of the mouth is always that 
of co ; but the second position depends upon the vowel that follows. , 
It may be mentioned that whenever wi is followed by the long 
vowel 2 or ee it is pronounced like 4. The degree of force depends 


entirely upon the throw of the air. 
X, as zn Locks. 


The sight of this letter has often caused pupils to say that it does 
not belong to the English language except as an isolated end-con- 
sonant. Its sound is found far more frequently than the letter itself. 
In all nouns ending with g or Z that add s to form the plural, the 
sound resulting is exactly like x, stronger if s is preceded by a, weaker 
-., .. if preceded by g. The position is, therefore, easily learned. Raise À 
"513 sthe upper lip and get the mouth into position for & ; then produce ^ 

7. t. fhe aspirate of & and add the hiss of s. The degree of force is 







cagulated by an increase of the pressure of both the guttural and 
the hissing elements. 
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$68. Articulation-Praciiie with the Hard, Non-Vocal Aspirates. 


. The following advice applies to all articulatory practice, no matter 
whether done in a whisper or with the speaking-voice. 


General Directions. : 

1. Take a full breath as in General Rule. Retain the air a little 
while, then do the exercise, throwing out the syllable by the muscle- 
action of Breathing-Gymnastic XIV. i 

2. The muscle-movements of the mouth, jaw, tongue, lips, etc., 
should be made with the greatest freedom and elasticity, and care 
should be taken to prevent unnatural stiffening of any muscle. 

3. The end-consonant should never be allowed to glide over to 
the vowel beginning the next syllable. 

4. In order not to fatigue the vocal ligaments these exercises may 
sometimes be done in a whisper, but with the same distinct muscle- 
action as if voice were used. 

5. The pupil may gradually practice these syllables more rapidly 
according to his proficiency. 

6. Avoid exercises on monotones, either in speaking or in singing- 
practice. Modulate the voice, for it stifles a musical soul to practice 
in a monotone. Modulation adds beauty to the voice, and melody 
is the life and soul of music. 

7- To keep the lungs arid all the vocal organs fresh and in good 
working order do, from time, to time, Breathing-Gymnastic II. 


FIRST PRACTICE. 
The Strong ‘Congonants Simply as. Phonetics without Vowel- 
Sound. 
Take each consonant separately and repeat it as many times in 
succession as can be done comfortably in one breath. At first it is 
advisable to make the aspirate as strong as possible in order to 
strengthen the articulating-muscles. A sharp attack with these 
muscles is as important as a clear and exact glottic attack for the 
voice or a firm touch of the fingers upon the piano. Subsequently, 
the various degrees of strength in the pronunciation of the aspirates 
are to be practiced, Pay close attention to the correct position of 








di 
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the mouth and to the right muscle-action. In order to facilitate this 
practice I insert here the list of non-vocal aspirates: 7,4, ch, & (or 
G) P, S, Sh, t, th, wh, £.. 


SECOND PRACTICE. 
Practice of the Non-Vocal ppur with the Long Vowels. 
Observe the directions just Éiven. 
faa, fá, fee, faw, f6, foo. |saa, sa, see, saw, so, soo. 
haa, hâ, hee, haw, hō, hoo. ||shaa, shâ, shee, shaw, shō, shoo. 
‘chaa,cha,cheée,chaw,ché;choolitaa, tâ, tee, taw, tō, too. 
kaa, kå, kee, kaw, kō, koo. ||thaa, thâ, thee, thaw, thó, thoo. 
paa, pa, pee, paw, pd, poo. ||whaa, wha, whee, whaw, whd, whoo. 
xaa, xâ, xee, xaw, x0, X00. 


THIRD PRACTICE, 
Practice of the Voiceless Aspirates with the Short Vowels. 
af, &f, if, Of, ùf, dof. flas, es, is, os, us, oos. 
ach, ech, ich, och, uch, ooch.| ash, esh, ish, osh, ush, oosh 
ak, ek, ik, ok, uk, ook. flat, et, it, ot, ut, oot. 
‘ap, ep, ip, op, up, oop. [ath, eth, ith, oth, oth, ooth, 
ax, eXx,. ix, ox, ux, oox. 


Remark.—As 4 and wh can never be used; as an aspirate at the | 
end of a syllable, it would be useless to practice them as such, 


FOURTH PRACTICE: 


Practice of the Syllables of Second Practioó with the Biene: 
Voice. 

In the next exercises the syllables are to be sung. Observe the ^ 
directions giver: in the beginning of Section 68, excepting No. 4 
(because you cannot sing in a whisper). Use the muscle-action of 
u e IX. 
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chaa, oha, choe, chaw, eno, choo, mn Kas, 5 itso, € m 00, du 2 
Sing the rest of the a contained’ in thes econd articulating: E 
rding to the requirements of ^" 
. the voice. ‘The pitch iud ‘be adapted to the voice from the be- 
ginning. The pupil should: transpose alll. exercises on music c paper, A 
not only this exercise | but all that follow." = 8 





selected according to the 


l writing, dc 





4 
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the pronunciation of which no aspirate is produced, and what is heard 
is all vocal sound. Still they are not vowel-sounds, because the 
air is not let out freely through the mouth. These subvocals are, 
4, m, #, w,y. "There is one consonant left, namely, zx. This sound 
could undoubtedly be produced with such a decided aspirate that 
it would have enough carrying-power of itself. It is produced 
easier and sounds better with vocality. 

There is no need of discussing separately the damaie expres- 
sion of which each subvocal is capable as was done in treating the 
hard aspirates. I give here the rule for all. B, d, g, íh, v, the two. 

' £'* and 7 can be produced with increased or diminished force by 
increasing or diminishing the pressure of the air-impeding muscle- 
action and the vocal sound. Z, m, n, ng, w and y can be made ` 

* stronger or softer only by swelling or lessening the voice during 

— the checking of the air, The muscle-action used for the latter may 
be increased or diminished at will. It seems natural to do so, but 
it neither adds to nor takes from the dramatic force. 

y h). i 

B, as in Boy. 

This, like 2, is formed by pressing the lips lightly together and, 
immediately before the explosion occurs, causing the vocal liga- 
ments to vibrate. The vibrations of the vocal ligaments must cease 
the moment the lips open. The difference between ? and 2 is that 
in å, first,, the muscle-action in pressing the lips is not forcible ; 
secondly, the vocal sound is produced with it; and, thirdly, the mild 
aspirate is produced by blowing the air out from the lungs, while in 
the pronunciation of % a loud report occurs and no air is allowed to 

escape from the lungs. 

D, as in Day. 

Raise the upperlip. Put the front part of the tongue flat against 
he upper incisors and hard-gums, and close the whole air-passage 
by holding the sides of the tongue against the molars. Just as the 
; light explosion is about to take place, make the vocal ligaments 
ribrate, and the samé air (as soon as the voice-sound has ceased) 
escapes through the opening caused by the explosion in exactly the 
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same manner as for 6. The vocal sound must be stoppéd as soon 
as the tongue-tip moves away from the hard-gums. 


G, as in Go. 

I refer the student to what was said for 2, Do: exactly as advised 
there, except that the contraction of the parts described is much 
less, and the air is thrown with scarcely half the force as for 4. 
Just at the moment this contraction occurs the vocal ligaments ` 
vibrate, but the sound must be stopped the instant the air is expelled. 


Tyas in Jam | 
This letter is pronounced as the soft g¢ in genius, and is illustrated - 
by calling it a combination of the two subvocals @ and sk FINU: 


, Z, as in Love. 

This is undoubtedly the most beautiful of all consonants, Raise 
the upper lip. The tongue-tip: is, placed against the gums. of the 
upper incisors, but at the sides of the tongue a free outlet is left for 
the sound that streams. out. over the sides of the tongue sone? 


the mouth. 
M, as in Mae. 


This consonant isi thé easiest of all to produce.. Close the Ai 
and let the vocal sound. go through. the nose. ' 
N, as in Nie, 


Raise the upper lip. Press the tongue-tip’ against the hot gums 
of the upper incisors, close the whole air-channel as.in forming a or 


%, and: let the modal sound go through the nose, 





~ Ng; as in Singing. 

‘The pupil should not be misled’ by seeing the 7 or the & All that 
ag has in common with z is the nasal sound. It beats a little icloser 
relation. tog as regards the muscle-action. Raise the upper up; 

“place the 'tongue-tip at the lower incisors and the back of the tongue 
gently against the curtain of the soft: palate, and let the vocal sound 
vass through the nose. I quote from Plumptre: “A common fault 
in sounding this letter is pronouncing the z only, But in avoiding 
this fault the learner must not into, the other and articulate tne 
& unless custom. has assigned £to the following, syllable, as. 1p 
anguish, distinguish, anxie : 
Planes t j 
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AR, as in Rage.* ; i 
The upper lip is raised. The tongue should vibrate against the 
gums of the upper incisors, while the breath is propelled through 
the mouth. I shall not enter into particulars here, because in treat- 
ing of faulty speech-habits, in Section 80, there will be better op- 
portunity for discussing this letter. I will simply state now that r. 
: should always be trilled, and give the following grades of trilling it: 
’’ (x) Strongest when it begins the syllable, as in “raw;” (2) nearly 
as strong when it is preceded by a strong aspirate, as in “ trouble ; ". 
(3) a little weaker when preceded by a subvocal, as in “ anyes B 

4) almost as strong when at the close of a syllable, as in “ more; 
(5) weaker when it is in connection with the diphthongs aż or ea at 
the end of a syllable, as in “fair, fear;” (6) silent (smooth) when 
met in those combinations which, in Section 74, are classified as 

- mixed vowels,” as in “her, burn.” 
Th, as in Though. 

=. Raise the upper lip- The position of the tongue-tip between the 
- teeth is the same as for the corresponding strong aspirate, only that 


- $n this 74 the tongue is held very loosely against the upper incisors 
i and the breath is made as vocal as possible. i 


V, as in Vale. 


ae Raise the upper lip. Place the lower lip gently against the ipa. 
~ ancisors and lét the vocal sound go between the lip and the spaces, 
4 between the upper front teeth. | 2 


Ru ond W, as in We. / a 

S "This letter denotes a consonantal sound only when placed at the | 
beginning of a syllable. The upper lip is not raised. Put the mouth. 
into position for. uttering the vowel vo; then contract the lips, pro: 
e voicé and inimediately draw the lower jaw. slightly down. 

















Y, as in Yoke. 
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position of a slight smile, "The tongue:tip is held at the beginning 
of the gums of the lower incisors, as in the vowel ee. ‘The sides of 
the tongue are held against the upper molars and: their gums, and 
the tone is forced out through the centre of the tongue, 


Z—the Sounding 5. ás in Zone. 


Raise the upper lip. Put the tongue in hewn the same painon i 
as for s. Let the brea as 
rect buzzing tone will ři 
always vocal when, ie 










namely, i in : cótilecti tin 
lowing vowel, he:n 
a syllable ends s 
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2. If a syllable ends with a vocal consonant the vocal element 
should be spoken or sung in the pitch of the preceding vowel-tone. 
Too much attention cannot be paid to stopping it in time. The 
vocal element of the consonant must come to a sudden stop at the 
moment when the muscular intérception of the sound ceases. If, 
for instance, the syllable 27 or.az is sung and the vocal sound con- 
tinued after the tongue has returned to a position of repose, the 
effect would be as if ala or anna were sung. 

3. The speaker, and especially the singer, must use judgment in 
regard. to the length of time for the vocal ligaments to vibrate 
- and the force of tone to give to these vocal consonants. Over- 
doing in this respect cannot be excused on the ground that a 
very dramatic passage calls for an extra effort in both directions, 
This is not permissible in the following three elements: 2, Z and g. 
In regard to the others, I have heard some of the best artists stretch, 
this point at times. Whether it was done intentionally or not I 
cannot say, but in no instance was the effect pleasing. In rare 
casés it might be tolerated on the operatic stage, particularly in 
representing a diabolical or a very love-sick person. Too much 
strength given to a subvocal is always offensive, even when of short 
duration; but should an artist dwell upon a subvocal and at the 
same time render it with excessive power, the effect is intolerable. 
In a very soft passage, expressive of the most tender and deep feel- 
ings, the soft vibrations of m, 2, J, w or y may be continued a little 
longer; but the artist must know just where to draw the line. 


SIXTH PRACTICE. 
Practice of the Subvocalis ae Phonetics. 

Each consonant of this series must be taken up separately and 
repeatedly spoken sharply and distinctly as many times in succes- 
. ‘sion as convenient in one breath. Attention should be paid to the 

` various degrees of strength applied to the action of the intercept- 
` ing muscles and to the force of air for the vocal element. To make 
. ‘this, practice easier I give here: alist of the subvocals : 2, Z, g, , 4, 'n, 
b fig, Eh, 0, y y, 2 (5), 8 (S2). | 


1 
n 
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$ ' SEVENTH PRACTICE, 
Practice of Subvocala with the Long Vowels. 
Observe the directions previously given. 
baa, ba, bee, baw, ‘bd, ‘boo. raa, fa, ree, raw, íð, roo. 
daa, dá, dee, daw, do,.. doo. | thàa,, thá, thee, thaw, thé. thoo; - 
gaa, gà, gee, gaw, gö, goo. jf vals. M. ees EN vd, voo. 





jaa, ja, jee, jaw, Ik ; WO, WOO. 
laa, là, lee, law, . 10; too. E » y5, yoo: 

maa, má, mee, maw, mó, moo. $ ua zoo. 

naa, ná, nee, naw, nü; noo: 





W, ZO, #00, 
j .. EIGËTH PRAÇTICE. l 
l Practice of the Subvoċalė with the Short Vowela, E 2 
ib, čb, ïb, čb, üb, gob: jang, e ong,, ung, oong. 
ad, ed, id, od,. ud, o or, Uf; oor o 
ag, eg, ig, og, ug, oo oth, uth, ooth: 
al el, il, ol, u} ` T Ov, B o0. 
am, em, im, oni, ui oomi|az, .ez, iz, oz, uz, ooz. 
an, en, in, on, un, 6n. [az iz, oz, uz, ooz. 





NINTH. PRACTICE, 
Practice of the Syllables of the Seventh Practice with: the 
S f 7 $ 

























C. x ` 3 is 
ræ: STS 
tt —He ciu = 
TS PtH PE 1 ETSA ENE ESEE ene 


gaa, gl ges, gnw, go; g jas, ja, jee jaw, m joo; jaa. 


This exercise should bë 
according to the needs o 
line of the Seventh Pra 


à to higher and Jower keys 
. At each: transposition a new 
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TENTH PRACTICE, 4 
Practice of the Syllables of the Eighth Practice with the 





Singing-Voice. 
pi Tan 42, REPEAT. B. REPBAT. 
ab, čb, Yb, õb, üb, oőb; ‘ad, ëd, Yd, od, ud, cod; 


€, . D. REPEAT. 





ag, eg, ig, og, ug, 00g; al, el, il, ol, ul, ool, ete. 

Other transpositions are left to the student, who should select and 

adapt other vocal exercises from Sections 48 and 52. 

Sih § 71. How to Use Vocalises and Solfeggios. 

'' "Under vocalises the German school of singing includes all vari- 
eties of colorature exercises to be practiced only with vowel- 
sounds. These can be given to a pupil as humming or as vocal 
practice, to be done as softly as possible, immediately after the 
study Of the vowel-sounds.. I refer the student to what has been 
said on this. subject i in Section 49. 

Solfeggios mean. those stüdies that contain regular set pieces of 
music for practicing phrasing, the study of expression, articulation, 
ete. These are to prepare the singer for a song. What the etudes 
‘are to the piano-student solfeggios are to the vocal student. 

When should such studies be given? This question and the 
selecting of the studies must be left to the teacher. The pupils 
voice sħould be so fat established that all breaks are abolished, that 
he i is able to sing à good tone oii all the vowels, that he knows how 
E execute a swell and has acquired considerable skill in articula- 
“tion, Of the abundant collection of such studies I mention Con, 
‘cone; , Vaccai, Marchesi, Nava, Porpora, | Sieber, Bordogni, Uboldi, 
üüttgen, Scharf, Panofka. . 
ate several ways to. make solfeggios useful to the student: 
hole ‘number to be ‘sung with one long vowel. This . 
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2. À change of vowel at every. new. Breath, bright ior dark, either 
in regular ‘succession or promiscuously. . RI UE 

3. A change of vowel on: every note except the’ syncopated one. 

4. One articulating-exercise can: be selected: and the pupil re, 
quested to write the syllables contained in | Sections 68 and 70 undei 
the notes of a solfeggio, à syllable und det each note unless ít be à 
Syncopated one. These syllables should: 
miscuously, in which case the studen 
of the solfeggio on music paper and: 1 
notes. When he sings them at his lesson he should stand ávay 
from the teacher, so that the latter c €anriot see tlie syllables, and if he 
does not understand the pupil's pron ciation the syllables should 
be repeated until every letter i is s dis inctly ma . 










metimes be ased e cet 













CHAPTER XV. 





THE COMPOUND ELEMENTS OF SPEECH. 





In this chapter we have no new muscle-action nor any new shapes 
of the resonance-cavities. The elements are simply old acquaint- 
ances united, and we have to use the accustomed muscle-actions 
for the combinations. Three classes claim attention, namely, the 
diphthongs, the mixed vowels, and the consonant combinations. © 


§ 72. The Diphthongs. 


This Greek word is sometimes translated ‘double vowels.” This 
may lead to the mistaken idea that we have a diphthong whenever 
one syllable contains two vowels as written letters, as, for instance, 
“boot.” This vowel-sound is written by means of two letters, but 
they give only one vowel-sound; therefore, we cannot call o» a 
diphthong. 

Diphthong, literally translated, means a double sound. Some 





single characters are used to signify a double sound, as, for instance, . 


4; still it is a diphthong. I shall use Prof. A. M. Bell's vowel- 


tables as. before, but must state wherein I differ from them. In 


regard to vowel-sounds my aim is to catch the principal sounds and . 


| ‘select one character for each sound, in order to facilitate the devel- 
oping of a pure tone upon each. If I cannot detect more than 
: one sound I cannot call it a diphthong ; but if I detect two sounds 


= ; then I must call it a diphthong. Therefore I cannot insert the long 


@-sound among the diphthongs, no matter by what letters it is written. 
Or the same reason I must include the sounds d (faze), at (fair), ea 
clear) among the diphthongs whenever they have two distinct vowel- 


not the same as the sound in said, or in read, or in friend, etc. 


ints for the sound of ai in fair, ot in care, or in where, orin . 
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According to this theory there are seven diphthongs: G, i, air, ear, 
oi, 0u, ü. 


Can Two Different Vowels be Sustained upon one Note? If not, 
How is it Possible to Sing a Diphthon upon one Note? 

It is evident that two vowels, each one representing a different 
sound, cannot be sustained on one note. "The sustained note must 
be divided into two, and these two parts assigned to the two ele- 
ments that constitute the diphthong. The amateur would sing the 
word “light” or **boy " in the following absurd way > 


Ezample 43. 
as written; badly executed: - as written; badly executed. 





En 1 Ee ee et 
p. dll 


s light, = : eeght. | i4 Kn | bo- - ee 

This is far from being correct and gives: rise to bad tone-produc- 
tion. The assignment of the two parts has been done ina way 
opposite to the one in which it ought to'have been done, The rule 
is: In all diphthongs excepting #, the tone is sustained upon the 
first vowel-element and the second one is put upon the small part 
remaining. 

Example 44, . 
as written: correctly azeouted? as written: ‘correctly emeouted 





A, as in Fate, Mate, Age, Ale, Ache, Able, Late, Rate, > 
The two vowel-elements in this diphthong are Zandi. Their 
treatment in singing differs somewhat from that in oue When 
it is sung it must be executed as follows : 


as a writin? E as correctly eneouted. 
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It is, of course, important to treat the 7 very lightly, both in regard! 
to duration and to accentuation. It should never receive the slightest 
accent. In speaking, these two sounds do not, as a rule, receive as 
much distinction, except when the word that contains the Z must 
receive particular stress and be sustained. In this case the first ele- 
ment is dwelt upon and the voice fallsslightly on 7 If such a stress 
were given in an interrogatory sentence, as, for instance, ** Do you 
accuse your mate ?" then the voice would rise on the 7 a little above 
the pitch of the 4, but would not dwell upon it. "his rule for sing- 
ing and speaking holds good in treating all other diphthongs but #. 
I shall, therefore, not repeat it. 

This diphthong is also represented by the following letters : 

ai—aim, stain; quaint, grain, hail, arraign ; 
au—gauges | 
ea steak, great 

ei—vein, weigh, rein, veil, 


Z, as in Idol, Idle, Excite, Vial, Tuy, Mine, Thine, Blithe, Rite 


The two vowel-elements in this diphthong are ac and Z. Their 
. treatment in singing and speaking is on the same principle as in the ; 
. preceding case. Do the same, only substitute aa for the first eles. 
. ment 
` „This diphthong is also represented by the following letters: 
Lia PY, mY, sky, oe why, am ens j 
. Gi$-—aisie ; 
i «ye—-aye y » oe 
cigh—height, sleight heigiho; 
goings ` 
tc—indict 5 
te—Ke, die, hie, ties 
Uo ded. i e 
| dg--sign ; 
dgh-- high, blight, rights VE um 















du care ; 
er—where, neer; 

eir— heir, 
ayér—prayer 3 
Car—swear. 


Iti is almost impossit 
element; which come 
actly like ¢ one. 
perd a 
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short sound of ev. .In German the second element of the same 
diphthong is the short sound of ev. Its treatment is as in the former 


cases.  . 
This diphthong is also represented by the following letters: 
ow—cow, vowel, bow, how, brow, crown. 


d, as in Mute, Use, Stupid, Dupe, Duteous, Nature, Tutor, Future. 


The student is reminded of what has been said about this sound 
in Section 42, under the heading oo. In all cases where it is not 
ushered in by a consonant I consider Z a hybrid — neither a pure 
vowel nor a diphthong, but a complete syllable consisting of the 
consonantal y and the vowelco. However, since it has always been 
classed as a vowel-element I give it a place among the diphthongs, 
but under protest. The very manner in which it is treated by all 


' vocalists justifies my opinion of it. Both in speaking and in singing 


the long vowel-element is in the second place. Everybody sustains 
the tone on the o6-sound, and the y is made as quickly as any sub- 
vocal at the beginning of a syllable. It is unnecessary to illustrate 
this by a musical example, for the sounding consonant y needs no 
measured note on the musical staff for its existence. But when this 
Z-sound is preceded by another consonant, then it seems to me that 
the first element is treated like a short 2; for instance: s 
as written: as correctly executed, 


Example 46. Fg 





Że mute, - '— "mitoote. 
This sound is also represented by the following letters: 


eu-—feud, neuter, bseudo.; 
ew—déw, few, new, blew, stew, knew ; 
ue—imbue, virtue, Tuesday, blue s 
eau—beauty 5 — 

~ tei—view 7 

7 yan you ; 

]ute—yules 





As far as king breath and’ the. muscle-action during the vocal 
6:sa Sse the same i 




















apply here. The only differens e 
vowel-element and the abrupt. endi 
the exception of zx em 


Muscle-action as 
| in Breathin JExete 
. . eise XIV. 

- Do Exercise EI... 
| from time to time. l 


Táke a full | ,. 
breath and 
hold ita 
little while, 


à, i, air, ear, oi, oü, ü 
l oi à ain ou ü,. É 
air, ou, i, oi ü, € 
ear, i, oi, l 
oi, à, eàr, 
Ou, ait, ü, 
ü, 









ing th ong vowels are to. 
Practicé:4 in Section 48. . 
of two vowel-tones, upon one been wel ilustrated $ T 
forepart of tos SAREN 





* 
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— = 
i I I Ií id i Id air, air, air, air, air, air, air; 





ou, oü, ou, ou, ou, ou, ou; n, à, à, u ü ü ia 
Transpose these Bzercises to other Keys in accordance with the 
ugue of your voice. 





aE , i oi, à. air, ou  ü, - ear; 
M. M. d769. air, Ou, i, ^o X ü ka a; 


pu ^ em @ of 4 ^. 1L air, on; 
: oi, & ear, ù ou; L1 - $ 
ou, ai, à, ou, . ear a s 

a, ean ou, i ü, 01, air. 


dranspose tis Exeréise to higher and; lower Keys at. every new line, 
in accordance with the need af gos e voice: 






ol, $ 


ü ou air, (bh t: 
a ol 1 ou, air; 
1, A: 0j ^ ü, enr 


ou, t, Q88r, B, ói; 
, $85  0U, 4d, Bim. ou; 
mE. 1 o0uü, em, ù 
së tof and lower i Keys. at every new ling; 
h the directions of we teacher. 





c 
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$754. The Mixed Vowel Sounds, Y 
In my opinion, this class.does not sound like any of. the long or 
short vowels; neither can I detect in them a double sound in the 
same sense that I do in the diphthongs. : I take the liberty, there- 
fore, of classifying them séparately. under the name of “ mixed 
vowel-sounds.” These peculiar and very -unmusical sounds are 
found only when 7, as an éxclusively oC sound, is preceded by 
certain vowels. 
Like all laws of English. pronunciation, this one does not seem to 
follow any particular principle, except 1 that all. authorities place this - 
sound among the consonarits a5 & species of . I differ from this . 
for the reason that I cannot detect. ‘sufficient 'consonantal intercep- : 
tion of the air; and, moreover, 1t é that what little there is has 
more the tendency of affecting th recéding vowel, thus causing 
that peculiar and rather unpleasant sOU d' that I call inixed vowels. e 
- Pronounce * lier " and you will find that. up piits extreme end: it nap, : 
& freer outlet of air thàn 




































The position of the m 
thing between the two. 
à, the so-called ** Unilaut' 
I advise the student to | 
ever it is to be sung sustain: 
of 9. Its treatment is.’ 
without altering the pitch 
the back of the tongue.ris 
with its tip slightly curled 

This.sound is also repre 

.ear—peàrl, earl, earn 
ir third, girl, thirsty 
do} 


> 


M 
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Ar, as in Are ``, 

The vocal tone upon which this has to be sustained is very similar 
to d in not, with this difference, namely, it must be prolonged. The 
final ‘action of the tongue is exactly what it was in the preceding 
case, and leaves also a perfectly free outlet for the sound. Its treat- 
ment is just the same, of course with necessary accommodation to 


the difference of the first vowel-tone. 
This sound is also represented by the following letters: 


er—sergeant ; 
ear —Aeartk, hearken ; 


uar—guardian, 
It is an open question whether the student should practice thèse 


vowel-sounds, Unmusical tones.are an abomination, and I feel 
like leaving these mixed vowel-sounds out of vocalizing. The pupil 
may try them with the speaking-voice and sing them once in a while 
in the easy range of his voice, so as to know what to do with them 


in case of necessity. 


§ 75. Practice of Long Vowels and Diphthongs in Connection with 
, Consonants. 

The taking of the breath and the muscle-action during the speak- 
ing and singing of the subjoined syllables are the same as directed for 
the practice of the long vowels. To save space I put the syllables 
at once beneath the notes, but they should first be practiced with 
the speaking-voice before they are sung. If practiced as a speaking- 
exercise the breath should be renewed before the repetition of 
the syllables. In the singing-exercise take a fresh breath at every 
half rest. From time to time do Breathing-Gymnastic II. I also 

wish to urge the pupil to modulate his voice in the speaking-exercise 
and to observe the marks of expression in the singing-exercise, and 
to transpose. the exercises to higher. and lower keys always in strict 
accordance with his voice and the teacher's advice. 


t 


` 
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w | FOURTH PRACTICE; 
Ar. M. o—76. ` Example, 50. Ass 









PR ————— Bá 
= = : TE |] 
tse- —_— fe a aa foe ed 
KI SE L 


faa, fà, fee, ff, faw, fo, fdo, foi, fon, fair; 
haa, hâ, hee, Hi, haw; hd hoo, hoi, hou, hi; 
chaa, chi, chee, chi, chaw,: ‘cho, choo, choi, chou, chair; 
kaa, ki, kee, ki, kaw, ko, koo, koi, kou, kū; 


pan, pā pee, pl, paw, pd, poo, poi, pou, pair; 
saa, BÂ, see, Saw, _ ‘80, Soo, Sol Sou, sù; 
i shaa, shi, 


taa, _ taw, —« 8, too, toi, tou, ta; 
thaa, hi, thaw, thó, thoo, thoi thou, their; 
‘whaa, whi, whee, whi, whiw, | whé,whoo, whol, whou, whi; 
X89, & zi sow, 30, x00, xoi, xou, xairy 


.Shee, ai, ‘shaw, shéd,. shoo, shoi, shou, shair; 
thi, 














m= foe Bh oy E 
v hi, b i, hà, Roo, Bot, hou, ME 
hf, chaw, chó, choo, choi, chou, chear.. 
Kaa, kā, e w - kaw, kô, koo,' koi kou, kū. 
pL P5 pbó,' poo, poi pou, pear. 
Spa, "BÀ, see, sf saw, 80, 800, Soi, SOU, sù 
shaa, shi, shee, shi, shaw, aho, shoo, Bhol OL mee . 
thea, ths, th bv. Ps thon, thok thon, thear. 
whd,. whoo, whoi, whoa, wht. 
j, ,xoo, xoi xou, year. 


EP 
RERO 
$ 
i 


} 
3 
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FIFTH PRACTICE. 


The directions are the same in every respect as in the preceding 
one, with this exception, that whenever a diphthong is to be sung 
when two eighth notes are slurred upon one syllable, the first vowel 
is executed with the first eighth note and the second vowel-element 
with the second eighth note.. This advice is to be followed in prac- 
ticing Example 5x. I do not wish to be understood as making this 
& general rule whenever a diphthong has to be executed, on two 
slurred notes. If this o¢cur‘in a very slow movement both notes 
rüüst be sung on the first vowel-element, and the second one done 
at the finish. But when the two: slurred notes are sung in quick 
succession, then I consider it best to sing the second vowel-element 
vupóti the second note. ie 


; Bxampl él. ! 
fb "Po 


Oo 
eee t 
(Gere 








ba, . bee,.. by, baw, bó, boo, Pal, bon, bair; 
i das ki ' dee, di daw; ^ dà, doo, zd à oa 
' gee, paw, - gd, goo, ou, gair; 

fo, fa lee, t Ww, fo, 00, . o gm lù; 
ı ~- maa, mâ, mee, ml, maw, mö, mioo,’ moi, mou, mair; 
' naa, nàü, nee, ni, naw, nó, noo, noi nou, nù; 
| Tam, rÂ ree ri raw, ró, Foo, xoi, rou, rair; 

.. vam. NB, vee vi vaw, vd, voo, voi, vou, vair; 

: yas, ya, yee, vi, yaw, yö; yoo, yoi, you, ya; 
Za0, 2a Zee, 21  zaw, zd; Zoo, zoi, zou, zair; 





PEER BEEBE? 
PPRERRRPRRE 


"T 
li 


a 


mé": CN -trosi 
Bhir T a 
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Dr.—drop, dress, drive. 
Dst.—didst, hadst, addst. 
Dth.—width, breadth. 
Dths.—breadths, widths. 

_ 23.—buds, weeds, odds. 
Dsk.—edge, lodge, image. 
oe —imagld,fledgd. ~ 
T.—Jfay. , fleece, flow. 

em —rif’d, bafi'd. 

Fdst.—triff'dst, stiff'dst. 

Fis.—riffes, bafffes, rufffes. 

- Fist, —stiff'st, shufff'sz, bafff'st. 
Fhn.-—stifPn, off'n, soft'n. 
fnd.—soft'n'a, deaf?n'd. 
Fhnz.—soft'ns, stiff^ns. 
Fr.—frame, /7iend, refresh. . . 
£Fs.—whiffs, puffs, laughs. 
Fst—puf’st, laugh’st. 
ft.— oft, soft, waft. . 
Fth.—fifth, twelfth. 
fts.— lifts, rafts, wafts. 
Fist. —vwaft'st, lift'sh, 
Gd,—begg'd, rige'd. 
Gdst.—bragg'dst, dvageg'dst. 
G1—-gleam, glove, eagle. 
Gid.—strugg/'d, hagg/'d. 
Gldst.—sing/'dst. 

. Gls.=-eagles, juggles. 
Gist.—mingl’st, strugg?’st. 
Gr.—grow, grip, grief. 
Gz.—logs, figs, dregs. 
Gst.—bege’st, digg’st. 
K.—cling, cliff, clove. 
Kild.—sparkl’d, cirel’d. 
Kidst.—buckl'dst, cirel'dst. 
Kiz.—sparkles, circles. 

. Kist.—sparki'st, frecki’st. 

| Kn,—tok'n, dene’n, fale’n. 

- Kud.—wakinid, dark’n'd. 
Kudst.—black'n'dst, hear#’n'dst, 

Kn: ads flens, thick’ Ss 
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Ks.— oaks, sticks, rocks. 
Kst.—shak’st, wak’st, nexé. 
Ksth.—sixth. : 
Kt—sect, wak'd, roc£'d. 
Kts.—acts, sects, respects. 
Ktst.—act’st, lik’dst. 
£b.—bulé, Elbe, Albert, fiddert. 
Zéz.—bulds. 

Ld.—gild, field, mild. 
Lds.—fields, folds, wilds. 
Zdst.—ho/d'st, shield’st, 
Lf.—self, wolf, gulf. 
Lfs.—sylphs, gulfs, eifs. 
Zft.—inguZ/'a. 
Lfth.—twelfth. 


- Ldsh.—indulge, bilge. 


Ladzhd.—indulg’d, bilg’d. 
Lk.—elk, milk, bu/£, si/£&, 
Lks.—silks, elks, bucks. 
Lkst.—milkst. 
Lki.—milk'd, 
Lm.—elni, film, realn. 
Lmd.—fim'd, whelmd. 
Lmz.—films, realms. 
Lmst.—overwhelm’st, 
Ln,—stol’n, sworn. 
Zp.—help, pulp. 
Lps.—pulps, whelps. 
Lpst:—scalp'st, hef’sé. 
Lpt.—help’d, scalp'd. 


. Lptst.—help'dst. 


Ls, —false, duse, eZse, 
Lst,.—ruZ'st, fill’st, fall's. 
Lti—bolt, guilt, wilt. 
Lth.—wealth, filth, stealth. 
Lths.—healths, tilths. 
Lts.—bolts, melts, faults. 
List.—halt’st, meit’st. 
Lu.—twelve, value, solve. 
Lud.—involv'd, resolo'd. 
Lus.—wolves, elves, values. 
Lost. —revolu'st, dissolv'st, 


* La.—toils, steals, calls. 








COMPOUND ELEMENTS OF SPEECH. 


Md.—fam!d, nam'd, bloon'd. 
Mdst.—illun’ dst, bloom'dst. 
Mf.—nymph, triumph. 
AMfs—nymphs, triumphs. 
Afft.—triumph'd. 
Aflp.—pomp, lamp. 
Afps.—lumps, lamps. 
AMpst.—thump’st, damp'st. 
‘M2.—gems, plums, comes. 
Mst.—doom' st, seent’st. 
Mt.—prompt, contempt. 
Mts.—tempts, prompts. 
Mist.—tempt'st, prompt’ st 
Nd.—end, land, mind. 
Ndz.-——ends, blends, bonds. 
Ndst.—bend’st, send'st, 
Ng.— id long, ring. 
singing, swinging. 
Negd.—wrong'd, wing'd. 
Nedst.—twang' dst, wrong'dst. 
iVgz. songs, fangs; rings. 


Ngst.—ring'st, cling'st, sing'st 


Ngth.—strength, length. 
Neths.—lengths, 
Ngk.—drink, rank. 
Neks.—pranks, lynx. 
Nekst.—thank’st, thin£'sf. 
Neki.—rank'd, thank'd. 

. Nekts.—-precincts, 

- Nadsh.—hinge, range, fringe. 
Wdshd.—reveng'd, ~hang'd. 
Ns.—tense, sense, dance. 
Ast, —canst, against. 
Nish.—bench, launch, 
Nisht.—lounch'd, wrenchd, 
Nt—letil,, rent, went, 

Neh ~tenth, hyacinth, 
Nths.tenths, hyacinzhs, 

i Nis.——wants,, tents, events, 
: ANtst. —hausiz ^st want’st 

Ns,—lens,, means, vanes, 

Pi.—piume, plaid, pio, 

Pld.—dimpl'd, trampi'g, 







Plast. — 5s hs peopid "st. 
Plz.—temples, ripples. 
Pilst.—trampl’st,; Tipe ste . 


: Pa.—deep'n, f'n. 


Pud.=-of' nd, shar’ "ud. | 
Pns.—sharp'ns, opns. 
Pr.—pride, praise, print. 


` Pilipi traps, hops. ' 


Pst.—droop'st, hap’ st. | 

Prim, slept, trigg’d. 
Pis.—precepts, intercepts. , 

. Pist. — Psi. Antércegé'st, | 

Pth. depth: 

Pilis. —depihs. : 

Rb: orb, gard, curd, vers. 

Rbd.--distürPd, garbd.. . 

Rüdst.e-cürP dst, disturPast 





Rbr.orbs, garbs, barós. 
Rist.—curd'st, absord'’st, 
Ra. ‘bird, cord; herd; » 

, dida. -— birds, Words, cordi ^^ à 
i s regard" m reward sh 





Rés.—marks, barks, loris. 
Absit. —wWorP st, inar Pet, 
Rt. —lur£d, worPd 
te barh'dst, an det 





Rid world, curl'd, fart'd, 
Rldst furl dst, hurPdst. 





pearls, urls, stri. 


| Rih curis, fari 


, ARmi.—ermn;, warn, hare, 
Rind. —araid, harm'd. 


free htincóm Warmi dst. 


; iH 
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Rmst.—charni'st, alarn’st. 
Rmth.--warmth. 
Rn.—morn, scorn, uri. 
Rnd.—burn'd, scorn'd: 
Rudst.—returnidst, warn'dst. 
_fnz.—morns, urns, horns. 
E Rp.—harp, warp, sharp. 

i . Aps.—harps, warps, sharps. 

00 Rpt —warp'd, usurp'd.. 
Rs.=purse, scarse, curse, 
Rsh.—harsh, marsh. 
Rst.~first, worst, burst. . 
‘Rsts.—bursts. 

Rt—art, port, dirt, cart. 
. Rts.—arts, ports, hearts. 
Rist.—start’st, hurt'st, 
|i tA earth, worth, forth. 
‘Rihi. —earths, hearths, 
Risk, —maszh, larcA, 
‘S| Rtsht.<search'd, parch'd. 
 Rv.—nerve, starve, curve. 
Jévd.-—curv'd, starv!d.. . 
Ridst.—stara'dst, preserv'dst. 
' Ruz—nerves, curves. 
| Rost.-—nerv'st, Swervs 
"Fes. —bas$, stars, wears. 
Sf--sphere, sphynx. 
| shell, sheink. 
t shrine, shriek. - 
Rill, ship. i 
creen; scribe. 
Sks.—desks, tasks. 
. Skst. —ask'st, bask’ ‘She 
Skt —ask'd, bask'd. - 































-Tsh.—charm. chime, church, ~~. 


~ Fa, —liv’d, loz'd, sav'd.. ' 





Sp.—span, speed, spar. 

* Spi.—spleen, splendid. 
Spr.—spray, spring, sprig. . 
Sps.— grasps, lisps, clasps. 
Spt.—clasp'd, grasp’d. 
-St.—stand, stop, star. . x 
Str.—stroll, strive, strong. 
Sts.—mists, tastes, coasts. 
Stst.—tast’st, list’st. 
Thn.—length’n, strength’, 
Thnd.—length'n'd, strength'n’d. 
Thndst.—length’n'dst, strengt2'n'dst, 
Thnsz.—strength'ns, length’ns- 
Ths.—youths, faiths. 
Tht.—betroth'd. 

Thr.—throb, throne, thrill. 
Tihd.—breath'd, sooth'd, bath'd. 
Ths. —~—bathes, tithes, paths. 
Thst,—smooth’st, writh’st. 
Thdst.—smooth'dst, writh'dst 
Tl.—title, cattle, rattle. - 
Tid, —rattl’d, titla, 

Tldst, —rattl’dst, startl’dst 
Tle.—titles, turtles, battles. 
Tist.—startl’st, ratt/st. - 

Tn. —kitt’n, mitt’, butt’. 
Jud. —whit'n'd, $weet'n'd. 
Tns.—whit’ns, sweet'ns, - 
Tr.—tribe, tread, trade. 


Thht,—touch'd, watchid. - 
Tohitst—snatch'dste» 0. 
Ts. —bats, roots, ha£s. Dcus 
Tst.—sitt’st, shou£'s£. NUS 


Vdit.—lov'dst, sav'dst. - 
Vi.—ev'l, shov'l, hoz’, ` 
"Fid, —=shov ild, shiva, e*t 
Vist,—shov'l'st, shriv'd'st. - Uf 
Vudit2-rav ash a oo 

j euis, m ia 





















COMPOUND ELEMENT. 
Vuth.—elev' nth, sev'nth, Moe ee 
Vs.—waves, groves, leaves, . 
Vst.—mov'st, rav'sz, prov'st. 
Zd.—gaz'd, rais'd, usd; . 
21.—has'l, dassle, puacie. 
2ld.—daszl'd, pussl'd. 
Zldst, —dazz/'dst, pussl’dst 
Zhst.—pussi'st, dass/*st, 


bu-26, 
ga-rġ, 
pro-2'd, 
abso-73'd, 


ima-g'd, (dzhd) 
bi-lg’d, (Idzhd) 
ta-ng'd, (ndzhd) 
ur-g d, 

go-/d, 

trem.6/'d, 
pad-di'd, 
min-p/'d, 
twin-Z7d, 
dim-#:'d, 

world, = 
whi-st?2, (sld). 
Tat-/'d, 
Shri-'77, 
puz-sed, 
na-m'd, 
whe-/m'd, 
To-rzid, 
la.nd, ‘ 
har- n’a, 
déa-/72, à 
dia sg, 
wa-E'sg, 
shar-s!su, 
wn-rnu'd, : 
lsje4, n5 
whita, 7. 
lengthen, 
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foo-zs, 
tufts, 
fa-cts, 
me-éés, 
pro-mpis, 
eve-nts, 
preci-ze£s, 
pre-cepts, 
da-rés, 


mi-sés, ? 2 


thi-rsts, 
soft, 
ingu-//'d, 
trium-24'd, 
` lau-zck’d, 
tou-ch'd, 
Ina-rch'd, 
fa-ct, 
mi-/Zd, 
tha-zZd, 
ma-rk'd, 
ba-sé'd, 
sa-/t, 
pro-mpt, (mt) 
' wa-nt, 
bu-77:, 
Ke-27 
. he4Pd, 
wa-if'd, 
li-sp’d, 
pa-rt, 
st-eel, 
pro-2st, 
cu-rP st, 
di-dst, 
pro-edst, 
be«ge'dst, 
giu 
trem: dst, 
bri-d?'s£, 
o tridi, 
miig dsi 
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twin- dst, 
tram-2/'dst, 
cu-s57'dst, 


_ru-stPdst, (sldst) 


star-Z/'d'st, 
daz-z/d'st, 
sho-z'z'ds£, 
see-ne'dst, — 
wa-rim'dst, 
se-nd'st, 
déa-f?n' dst, 
hear-Z'z'd's£, 
Wto-ng'dst, 
streng-th’n’dst, 
tu-r7'dst, 
li-st’n’dst, (sndst) 
rea-s’ dst, 
lo-v’dst, 
se-rv'dst, 
rewa-ra’st, 
sco-f st, 
ingu-/f st, 
triu-mph’st, 


. be-gg’st, 


bri-ng’st, 
ra-ng^st—j, 
indu-Ze's£, 
u-zz'st, 
awa-Z'st, 
mi-Z£'s£, 
tha-722’st, 
ma-rh’st, 
ba-sk’st, 
smoo-¢h’st, 
whi-ést, 
hum-.é/'st, 
fon-Z7 st, 
ruf. st, 
min-gi’st, 
spar-Al’st, . 
tram-p/'st, 
fuse? st, 





russe? sz, 
star-£/'s£, 
sho-v's’st, 
daz-z?'st, 
Seem’ st, 
whe-Juz'st, 
wa-rn' st, 
Ca-?257, 
wa-En'st, 
shar-2'z's£, 
retu-r7’st, 
li-s¢’x’st, (snst) 
leng-th’n’ st, 
rea-s’s’st, 
hó-2'st, 
he-72'sf, 
thu-mp'st, 
wa-7?'sf, 
li-sp'st, 
wo-zst, 
shou-Zs4 ` 
lish 
tou-ch’dst, 
ena-cé’st, 
mi-Z£dst, 
lu-z£'dst, 
me-/?’st, 
pro-mpt'st, (mtst) 
wa-nt^st, 


, acce-ptst, - 


he-Z?'ds. t, 
fli-ré’st, 
enli-st’st, 
bu-7st’st, 
lo-v’st, 
reso-/0’ st, 
rese-70'sh,. 
betro-£7'd, (tht) 
twe-/ve, 
ne-7vé; 
so-ós, 
bu-/&s, 


o-rbs, 
dee-ds, 
fie-/d5, 
wo-z/ds, 
e-nds, 
wa-rds, 
ba-gs, 
icebe-rgs, 
sai-/s, 
trou-/es, 
pad-d/es, 
ruffles, 
ea-gles, 
spar-kles, 
tem-piles, 
cu-rds, 
mus-cles, 
ti-Z/es, 
e-viés, (vlz) 
puz-z4es, 
ti-mes, 
overwhe-Zns, 
Sto-775, 
logari-Azis, 
pri-szus, 
de-s, 
ri-sg5, 
war-d'z$, (dnz) 
déa-/'ns, 
to-2’ns, 
shar-2'»s, 
mo-rns, 
les-s'»s, 
streng-/Az5, 
mit-/»i5, 
hea-o'ss, 
rea-5's1, 
Wars, 

gi-ves, (v2) 
she-Zves, 
cu-rves, 
bréa-thes. 


x 


CHAPTER XVI. 





DEFECTIVE ARTICULATION AND HOW TO CORRECT IT. 





The following divisions seem to: me to cover the whole ground - 
of this subject: (1) dropping the final consonants ; (2) joining the 
final consonants with the vowel that begins the following word ; 
(3) using a mild muscle-action whei à strong aspirate is to be pro- 
nounced ; (4) the defects. caused by. wrong muscle-action at the 
interception of the air; (s) stuttering 5 (6). organic defects. l 


] § 77. Dropping th Final’ Consonants. 

This is almost ‘second nature with: the majority of people. In. 
conversation probably every person is guilty of this fault, except one 
who has become accustomed by articulation-exercises to: bé careful 
in his speech. This neglect of correct ‘speaking need not long. 
occupy us; it being only a sin’ of omission, everybody can easily 
understand what thé fault is. The remedy is very simple; in fact, 
the student who has perseveringly followed me up to this point has 
undoübtedly already cured himself ‘of this fault. The remedy con- 
sists of faithful practice of the atticulation-exercises and close 
watchfulness overspeech: 02 0 5 0 5 




















$ over. dà ‘the next Word when it 
Vowel-Sound. 

artist came to this country. He 
ong his other good qualities, was 
xonunciation. I heard him sing 
ms,” from “Samson,” in which'one 
Nobody who was not familiar with the 
e artist meant by declaiming 








| Se years ago an Eng! 
. wai exténsively heralded and, 2 
“held up as a model of per 
Handel's aria, “ Honor an 
sentence occurs ten times, i 
score sould have made. 
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with great vigor, * Doie cuttenty a teblow," instead of * Though I 
‘could end thee at a blow.” On another occasion I heard a lady 
sing Tours’s charming song, “‘ Heavenwards.” Would not you 
think her singing in Italian if you heard, “ Hafarisito hebendia,” 
instead of, “ How far is it to heaven, dear?” These illustrations 
show better than the ‘strongest argument how distressing this fault. 
is to a listener. It is impossible to understand a speaker or a singer 
who is derelict in this respect. 
The remedy for this fault is the same as for the preceding one, 
` namely, the study and practice of the articulation-exercises, especially 
those with the short vowel-sounds, The Third, Fifth, Eighth and 
"Tenth Practices must be faithfully practiced. 


$79. Using.a Weak Muscle-Action when a Strong Aspirate is to be 
Pronounced. 

This is also called the substituting of a mild subvocal for its strong 
aspirate, as 4 for 5, d for. 7, v for f, etc. Not infrequently, especially 
among country people, w is pronounced for 7. This needs no .ex- 
planation, and the remedy is.easy. Exercises with syllables con- 
trasting the correct consonant'with the substituted one, marking 
closely the exact energy of muscle-action, will easily right such 
speech-flaws. I subjoin a few exercises that may easily. be multi- 
plied if more should be wanted: daa, paa; bá, på; bee, pee + 2o, 
£e doo, boo ; dv, df; és, Fs fo, if; v, Of ; tv, uf, etc. 


& 80... Sgeech- Defects Caused by Wrong Mustle-Action at the Inter- 
"e ception of Air. : 

‘There are three consonants that suffer much from this imperfect 
or: wrong ‘muscle-action : The fur-lined.Z; the gargling and mumb- 
ling z, and the lisping.s. Longi 
E (0s 4. The FurlinebL. ng 
: ‘The 4, if followed by a-vowel-sound, is not a difficult consonant, 
y rarely found imperfect, Ín.case, howevet, that-a person has 
im pronouncing Z at thë beginning of a. syllable he should 
the following exercise: Take a deep breath and pronounce’ 
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t : i 
i is aa; stop the tone immediately, retain the air, touch th 
; exactly at the ridge above the upper teeth with the ae 


-ti à th 4 
ee ae = the moment of repeating the vowel ag, bring the tongue i 
sharp, spring-like motion. Repeat this frequently and | l 


success will be sure. 
aen ows'that / is formed by the tip. of the tongue strikt- 
t m m y ‘the ‘roof of the mouth just ‘behind ‘the upper inside 
ee = ee simultaneously the vocal sound chimes in like the 
m The sides of the tongue must be kept free. 
hasce produced is-one of the most beautiful consonants. But 
oe point of the tongue is heavily and slowly pushed up 
e gum by a paddling movement of the thick sides RR 


em of the tongue, then 7 sounds dull, and makes one im- 
gine that the tongue and the roof of the: mouth of such å singer 


n pode with fur, ‘Who: would wish: to: -gubstitute for a clear, ring- 
RE inner-bell.a fur cap with a: woolén clapper? Nobody. é 
re take care of that beautiful speech-bell.- 


‘The following exercise I find very successful with pupils affected | 


Mi a dull 7 at the close of words. As follewed by a vowel is 
easy to pronounce let shes sepedt he syllable te am E 
ae ion, with the strict anjunction mot to interrupt the vocal 

d, but sing it out strongly; Keeping it up. 
and increasing it each time as the tongué-tip 
for each successive laa,’ In the coursé of these exercises the ear 
will observe that it sounds more and more lj 


attentive student can thus fix the snusclesactión consciously, andi! 
of ‘the troublesome letter. fno 
practiced with all long vowels in.) 








acquire a correct pronun atio 
Severer cases, however, 7 roust /b 
the same manner as laa wai. 
. Yn practicing these exercises 
importance to the correct plac 
the air in pronouncing 2. 
high up or backward into the 
It to sound ‘thick and “nasal 
teeth, for this would -depri 
ati Neo ow Gage As 












od results are certain. 





acing of the'tongue when intercepting 
ist neither turn the tongue-tip too. 
of of the mouth, for this would cause 
f put it too far forward to the upper 














MD ee at 


There- - 


iù a continuous strain, - 
‘strikes the front gums ~~ 


ike Jal-lallaL-lal. The A 


student cannot attach too much , 


Jof its beautiful natural ting and 
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make it sound dull. I may add that these exercises with /za and 
with the other vowel-sounds, either all or only such as may suit 
special cases, dre a great help in getting rid of the habit of singing 
nasal; but ‘the tip of the tongue must not be allowed to touch the 
upper front gums too high up. 


LT. The Gargling and Mumbling R. 


Another not uncommon fault of speech is the so-called gargling or 
uvular z. This is a very annoying defect, not only on account of 
its dull, colorless, unmusical sound, but also because it makes all 
. words containing 7 indistinct. The 7 is, unfortunately, badly treated 
by the majority of people who call the English language their mother- 
tongue. Ihave not yet been able to classify the varieties of English 
7s in vogue. One thing Í notice is that the tongue-tip is rarely 
used in its pronunciation, and that a beautiful, characteristic, rolling 
r among a great number of Americans and especially of Englishmen 
is rather looked upon as an affectation, as Prof. A. M. Bell* remarks. 
In its stead, a sound is substituted that is more like a lazy, mumb- 
ling y or w. Of the y locum tenens of r we have too many living 
examples around us, and. of the English ** awistocwatic dwawl," very 
amusing representations can be found by reading Fitznoodle in 
Puck, It is to be regretted that the English language should thus 
lose a consonant that ranks in beauty, majesty and expressiveness as 
far above all other letters as the Grossglockner does above the 
surrounding mountains. ^ 

‘This wholesale slaughtering of 7 among English-speaking people 
is incorrect, no matter whether it is drowned in y, mumbled with w, 
or gargled with the uvula. 

A, as a rule (see Section 69), should be trilled, or, in tech- 
nical phrase, be pronounced as a lingual, which means that the 
tongue-tip is turned up and back. The more strength needed for 
for dramatic effect, the further back must the tongue-tip be turned, 
and in proportion to the force with which the air is expelled and 
made to vibrate with the tongue-tip will the trill be increased in 
rapidity and in vocality. As far as I know, American authorities 
v eT ' — *Bell's '' The Faults of Speech.” 


~ 


ir 


a 
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agree that if 7 is to have any meaning and expression, it must 
be trilled. English authorities seem to be of similar opinion. 
A. J. Ellis, in his “Speech in Song;” says: * So many persons : 
have difficulty in pronouncing 7 evén before a vowel, so many more 
in pronouncing it when not before a vowel, and it is so necessary 
for the proper pronunciation of any foreign language, especially 
Italian, that it should be pronounced easily in any situation. It so 
much conduces to the intelligibility of English singing to be able 
to touch an 7 finally and lightly, that to gain a perfect mastery over 
it is worth any amount of practice tọ a singer.” - pu 

This brings us to the practical work of acquiring a correct lin- 
gual z.. In the January, 1880, number of Werner’s Voice Magasine 
was published an article by me upon this subject, 1 will repeat 
some of the exercises there given, reinforced with subsequent 
experience. 


The Method of Aoquiring the Lingue] B. . — — 
The difficulty in pronouncing the lingual 7 is increased or dimin- 
ished by its position in a word. At the end of a word, especially 
if followed by a consonant, it présents the greatest difficulty. ad 
mediately preceding a vowel it is not quite as troublesome. +he 


easiest 7, however, is the one ushered in by the consonants 2 i : ; 
It is advisable to begin the battle where the trouble = the is 

"The position of the tongue in lingual ris very ipsis i um ; in the 
general rule, therefore, for all practice is to mu n initia 
pronunciation, and to concentrate the will-power Soren 


*o realize a vibrating movement of the tongue-tip. 
FIRST PRACTICE: 


Pronounce many times, very rapidly im succession, the: syllable 


bai, bd, bdd, bdd, Afrerward cad, edd, cdd, cdd, d = 
equal number of 444, 724, 224, tat, instead of bré, cord aes d 
soon as some tingling of the tongue is felt similar to a ro : : ee 
same exercise should be done with all the other vowel-sounds, 

at a time. y ; 





"S 4 pronovnced as tlie ay in day. 





+ 
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Next, select words like the following: Bran, bread, break, breeze, 
brag, brow, crag, craw, cream, crown, cross, trade, trial, train, tree, 
trim, try, etc.; repeat each one by itself many times in.succession, 
invariably substituting æd for 7, as ddan or bdead for bran, bread, and 
so on with the others. Before long some vibrating of the tongue- 
tip will be felt, and a tolerably good rolling. z will result. Now 
practice the 7 prefixed by other consonants with. the syllables. 274 
. Jrå, grå; pré, shrd; etc., again substituting Z for v. The same 
good effect will soon be reached, and then, a$ before, practice words 
beginning with these ‘consonants. I give a few examples: Drain, 
draw, drift, drop, frame, frank, fresh, frolic, grace, grass, green, 
ground, praisé, preach, prime, program, progress, shred, shrine, 
shrink, shroud. : 
SECOND PRACTICE. 

Take a deep breath and retain it while the head is raised high 
and backward; then, quickly throw it forward and down, but not 
too far. As soon as you begin to throw the head forward, expel 
the air forcibly at the point of the tongue, keeping the lips com- 
pressed, and open only a little in the middle. to emit the: breath. 
If this exercise is well directed the tongue-tip will soor vibrate. 
After this, add some voice-sound, which will make this. exercise 
sound like a rumbling, rattling string of 7777's. 

In addition, practice the following: Pronounce in quick succes- 
sion a great many dé, dé, dé, dé, and eddé, eddé, eddd, edd, with. 
the accent on the second syllable, e pronounced like e in /et, and @ 
as before. As soon as the tongue can be. made to vibrate: so that 
the d sounds more like a lingual v, the same exercise should be done 
with the vowel aa, as daa, daa, daa, daa, adaa, adaa, adaa, 
adaa, etc. When the tongue is able to vibrate: im this, the: ¢e- 
sound comes next: id, id, id, id, idee, idee, idee, idee, etc. Subse- 
quently, select words as a test of the result gained,. pronouncing @ 
for z in each word many times in succession. I give a few words- 
for practice :. Ray, raise, erase, erect, Tave, ready, Array; rod, road, 
irritate, irreverent, rub, oratory, ride, rectory. Two: especially help- 
ful words, with. the substitution of Z for ate: Bury (buddy) and ‘dur- 


foit (buddow), each.one done in rapid succession many times. 
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The pupil will now þe sufficiently advanced to attempt the: most - 

difficult 7, namely, at the- end. of a syllable. ] 
Lf 
THIRD PRACTICE. jj 

Utter with great rapidity” and. without stopping, ed, ed; ed, eds, | 
then Jed, bed, bed, bed, etc.. As soon as a slight tingling is noticed . 
try to change it to dé#r, dérr, bérr, bérr. It should not be pronounced 
as a mixed vowel (Section. 74) but.as a:distinct é.and trilled x. Suc- 
ceeding in this, .change,the short.¢' int 








e sound gá, and. practice a ". 
long series of £d, bad, bad, bad, which: will, develop. the: word ad 2 
Take the o in nod, nod, nod and yo gain nors, take the long ¢ 

in Jod and it will soon become: Dore; the. short. u iñ: did will zest i in 
biirr.. I add a few words for practce: ''CCode---core a- jfoa-—for 
Sode—soar Of sore s stode-store ghodessshoré, etc; In addition to 
these take words where. twó rs Have: obe pronounced, especially 
of the kind. dun in the second an e enemas watery: T 































hay ‘dow be practiced, s itut 
of r. Great energy and: pers ere" 
y lead to success. ‘I Kho 


Selected reading ahd) sof ¥: 
if it should still be necessary, 
ance are indispensable, | but they wil 
of no faithful, intelligent pupil who ¥ was 
















full strength and. flexibility, practice: sho 
months, although the: daily practice 1 may, e. short 
Mme. Emma Seiler, in “Voice in Spr ng,” mak EE P. 
remark: “{ It frequently. needs: years of practice to rerider the i ' 
a” Tem: eadily s see wy: i shad such disheartening exe 














which must: 
^ Hade, dude: ‘Or dk adi, 
i.of. ada doi in immediate 
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The introduction o 
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on account of: the change of muscle-movement from a« to é and aa 
to o; furthermore, the use of the breath-wasting letter Z is sufficient 
to kill the best effort, not only because it is fatiguing to renew the 
.breath as often as the ever-repeated A would require, but it fails to 
concentrate the air toward the front part of the tongue, which, con- 
sequently, cannot be brought to vibrate sufficiently to produce last-- 
ing results, l l 

' Against this theory of the singer's lingual r, a writer in Werners 
Voice Magazine (Vol. II., No. 2) made the. following sneering re- 
mark: “It would sound strangely enough to always give it an 
obstreperous rattle. Imagine the first verse of Beethoven's ‘Ade- 
laide’ with all the 7’s rolled: ‘ Lonely wander-r-r-s thy fr-r-r-iend in 
spr-r-r-ing's gr-r-r-een gar-r-r-den. Such reading or singing would - 
not be tolerated." I admit it, but is not such an argument a great 
deal more intolerable? Evidently the writer is unacquainted with 
the real nature of the lingual z. He takes the same wrong stand- 
point that Dr. Merkel, in his Physiologie der Sprache, defends, and 
that was so thoroughly and successfully refuted by Gustav Engel 
(Consonanten der deutschen Sprache). I must remind him that the 
degree of strength and the number of lingual vibrations in 7 can 
and must be modified: according to scientific and artistic principles. 
The z is produced with the most powerful though spring-like force, 
when it stands in the beginning of a word, no matter whether it 1s 
preceded by a consonant or not, Asa rule, it will be milder in the 
middle of a word or as final letter. 

The artistic singer will, of course, apply these rules according to 
his taste and talent, just as he thinks best for the realization of the 
dramatic truth. ‘There is no other consonant capable of expressing 
so much passion as the lingual 7, on account of its energy as a con- 
sonant and the strength and shade of its vocality, which is not sur- 
passed by its only rival, the expressive and beautiful 4 Still this 
. same lingual 7 is capable of picturing the sweetest emotions of the 
soul. How is this possible? The pronunciation of the lingual 7 is 
. regulated by the swiftness and strength of the breath, by the posi- 
tion of the tongue and the numbet of its vibrations. The very 
strongest dramatic 7 is produced by the tongue being turned up to 
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the roof of the mouth back of the guis, by an energetic throw of 
the air and several powerful vibrations of the tongue-tip. The r 
for the expression of tender emotions requires the tongue-tip more 
forward, where Z is pronounced, with a mild breath and only a 
gentle whisper of one vibration. Between these two extreme points 
are found the modifications and shades of the rolling 7 for all’ other 
situations and emotions. A singing-master with teal appreciation 
of scientific principles and true artistic taste will at once decide the 





mildest and sweetest lingual 7 for the first words of Beethoven's: 
“Adelaide.” If, however, a mani knows only one degree of lingual 
7, and would represent the most tender flow of words. which Bée- 
thoven has set to the sweetest strain of melody by giving, instead 
of the sweet, sympathetic: just described, “always an obstreperous 
rattle of three r-r-r's" 1 admit he must have left a screw loose 
somewhere to cause stich distressing rattling. I should add, in fair 
ness, that this writer in 2 later number of the magazine cited, Te- 7 
tracted his words, and declared thimself in accordance, with the * 
standpoint taken in this book in regard to. the lingual ra 
English. ur NS LE ee 
' GH, Liping. ur em 
This is quite a common, habit, but is comparatively easy to eure, 
An intelligent person has no excuse for lacking sufficient energy 
and perseverance to overcome a defect that makes. the poe x 
the wisest man appear childish and even idiotic. On mhen eE lisp- 
ing is not tolerated, Still we find lisping clergymen and lawyers ; 
Lisping is not caused by any organic malformation or Mspropor= 
tion of the organs, of articulation, if the speaker has noi difficulty 
with other consonants except s nd kindred hissing elem ear 
only a. bad habit, and can be broken. E 
Lisping is the habitual substitution of # for s and similar eo 
Th is undoubte dly the u gli est element of the English language. 
Naughty children, in all parts of the world, incapable of stronger 
. language, use it to deride each other. Certain lower animals em- 
ploy a vicious £ for expressing their contempt, fear of ang?” ue 
unfortunate that such an il ured lement was introduced into the 









moo. —— — THE ART OF BREATHING. 


English language ; but' happily there are not many words burdened 
with this emblem of helplessness. 

Poor creature that lisps ! what.frightful ungainliness he stamps upom 
his speech by substituting this blemished sound for s and kindred. 
sibilants ! What is speecli without an 57. This sound is capable of 
great modulation, which, probably, accounts for its-being more often 
employed than.any other consonant: "Take into consideration also 
tlie other similar hissing sounds; in order to fully recognize the lisper's. 
atrocity of: dismasting them all’ and dragging them down to tlie 
mockery of a sluggish 72: 


The Cure-of Lisping. 

The-first thing necessary: is to- know thé-exact physiological dif- 
ference between pronouncing: ##.and‘s. For ¢# the tip of the tongue 
is flattened'and pressed: against: thie upper incisors; the middle of 
the tongue is made convex, the air passes out through a lateral aper: 
tute on each side of' the tongue's tip, while the edges of the tongue 
back of these two open- channels are loosely flattened against the 
side teeth. 

"For s the tongue-tip is raised to the upper gum, although not 
pressed- against it, but left free so that the air can pass over it bya 
central aperture with a sharp, hissing sound, for which purpose the 
edges of the tongue are pressed strongly against tlie side teeth. I 
must point out the importance of this pressure of the tongue's edges 
against the molars. "This muscle-action must hold the édges of the 
tongue iri a powerful grasp, and it is the failure of this muscle-action 
that causes a person to lisp; for if the sides of the tongue are-not 
held firmly against the molars, the air; as it is expelled, will throw the: 
tongue forward, so that involuntarily it is brought to the-position of* ` 
th, and this element i is, consequently, brought out instead of s; 

. The cure of lisping consists in the followingyexercise : Take a:deep. 
breath with the diaphragm; retain ita short time, then pronounce 
without voice-sound the word hee with a prolonged whisper, during 
Which the tongue is drawn back and its edges crammed firmly against 


the T lats; 5 at. the same time the point of the’ tonguei is raised to the. 
upp ien give to the continued whisper a sudden impetis; 
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increase at the same time the grasp of the tongue against the molars. 
and. the hissing sound of s-will appear and’ may: either be: sustained * 
or expelled with repeated impulses as many times.as can-comfortably 
be done in one breath. If it is very difficult to: raise the tongue-tip 
after thee is pronounced, Prof. A. M. Bell’s:advice to use the e 
of:a paper-cutter to push the point.of the tongue up: to the-gummay: 
assist. This exercise should be done many: times in succession, | a 
The lisper will soon perceive" tliat he, As. not  pronounein e L4 but. ` 
these. ol NE at Sy 
When the s in these bsooines very easy, à iot be i 
may be selected and exercised i in- the manner pre 
times in succession, as: those, throes, thrice; tits, etc. 
further, practice in the same way thrush; thrust, thi 
As soon as the lisper is able tovpronounee: the s in these words hemay. 
take the following words and! treat. them) as in tlie former exercise, e. 
Aunts, brats, dense, dents, ends, deris, dents, dens, difi5; ki 
divides, divines, fades, dolls, domains, ‘needs, nuts, DF 
plants, etc. As a step- further: practice: Dips, i 
breaks, books, catch, falls, cross, loss, boss, loose, fuss, nase, 
ress, refresh, etc. ; easy, COsyy assent, basin, daisy, hasy s fus ans P 
grisly, lazy, massive, music, ' misele, passings posse, masor, Toe. = 
safe, salt, saint, see, sell, sue, style, sure, sweets SWEL: gone, ot, ele. ii 
Next in order will be words containing, more’ B 
element, às : Zaseless, assassitms, dssize, associatey: éxepcisés, gasebisneso, a, 
grossness, listless, lists, mysteriousness, Musicians, ? NUISANCES, NOXIOUS, |": 
ostensible, personages, passages DSSESSOVS seasons; $ 
a eee fessi successions, ‘self-sufficiency 4 
switches, sexagesima, sexageria ; T. cx 
successless, suicides, suspanses bash, ggg. one 
most difficult s for the lispet: s preceded T ds 
as: _ Booths, aliena voip 

























seaside, seerecies, | pare 
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ma whisper; for variatiori i 
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all the words containing an s with the consciousness of that cramming 
of the sides of the tongue against the molars and the raising of.the 
tongue's tip to the gum. 


§ 81. Stuttering. 


The features of this malady vary. So far as I know, no particu- 
lar outward appearance furnishes a sure clue to its causes. 

What is usually the cause? The belief that stuttering is simply 
an impediment of speech caused by malformed articulating organs 
thas not wholly died out. Accordingly, doctors have resorted to 
painful operations with no result other than to make the victim feel 
his misery more than ever. 

Let us look at the principal features by which a stutterer is recog- 
mized. Ata glance one sees convulsive contractions of the jaw, lips, 
the tongue and throat-muscles; the eyes are a picture of despair 
and distress, the brows and forehead adding thereto. Closer observa- 
. tion reveals the fact that the breathing-muscles are kept either 
entirely rigid after expansion so that no air, no sound, can be 
“emitted in spite of the most violent efforts, or else the air is jerked 
out convulsively with inarticulate sounds, similar to the effect, as 
described by a German writer, of some one holding a full demijohn 
over the upper part of the arm and suddenly turning the open mouth 
straight down; the liquid cannot flow out evenly and freely, but - 
with violent jerks a little squirts out at atime. This illustration 
might convey the impression that I think the cause of stuttering is 
in the wrong use.of the breathing-muscles. At present, I neither 
contradict nor confirm this. Others think that the cause lies in too 
rapid articulation, a habit often contracted by children through 


- ^ excited, quick talking and which gradually fixes itself upon them as 


stuttering. The same authors also claim that the cure consists 
simply in removing the cause, namely, the stutterer must force him- 
self to talk very slowly and deliberately, thus in time breaking him- 
self of the habit. There is a grain of truth in both of these asser- 
__ tions; how small a grain will be shown later. Many cases are on 
~” "record where the habit of stuttering has been acquired by children 
. .3wWho, in a spirit of recklessness, mocked a stuttering playmate and 
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fell gradually into the same trouble themselves. My experience is, 
that in most cases neither the stutterer nor Pee elsé Knowe how 
he became a stutterer. 


speech. It is doubtful if it can be cottéciy so o called. i say at ' habit" : 
in this connection because it is commonly so : used. But is stutter, 
ing a habit or is it a disease ? - If the latter, is it a bodily ailment of 
is ita mental disease? I believe it may sometimes be caused by” ; 
bodily disorder or disease. Scarlet and typhoid fevers have left 
persons stutterers for years, though they gradually outgrew: it. In | 
such cases, I believe that they always stutter whether they àie alone » 
or with others, and it seems to be a mere ‘local trouble, a' weakness 
of the muscles belonging to the organs of articulation, the besathiog 
apparatus, or the throat. m 
"These are, however, isolated cases, and it pu 
laid down as a rule that stuttering is a physical trouble, 
the other hand, a mental disease r Not exactly, What is 













nervousness, i 
nervousness, and if cured a relapse is is very easy becat 2 OF NEE 
ness. Among the innumerable ailments that flesh. is eit to. 
are so little understood as diseases of the brain and of he ve | : | 
Therefore, I believe that a’ true understanding. of a a e of, s 
will be possible only when we have a more’ thorough komee ge : 
the brain and nerves. ' M 
A singular fact is that nö stutterer apria trouble when sea 
ing or singing aloud in concert with others, or when reading him. 
or singing and speaking alone, sure that nobody hears or Sees stut- 7. n 
As soon, however, as another person appears he will at pae ni 
ter. Keeping this in mind, how can it be said that in a 
only a habit? Any unnatural-and awkward movements fo H alone 
person is habitually addicted will be continued whether heus 
or with others. : 
An aed stutterer ha a ded understanding of n ue 
to say ; the whole sentence is: in his mind, not only the t be the case ss 
the letters ; still he cannot speak t them, : This could not, be se 











mak, 





if 
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if a person:stuttered only because he is ignorant and cannot think 
of the.right word. I have meta few educated ladies and gentlemen 
who, in-certain conditions of their nerves, either on account of 
great excitement or bodily fatigue, could not for the moment think 
of the right word, and showed, consequently, all the symptoms of.a 
.stutterer. Jam not prepared to say whether they might develap 
into a-regular chronic case or not. I have never known of such an 
occurrence, for when the nerves had returned to their normal con- 
dition all appearance of fettered speech had vanished. These 
facts long ago led me to the conclusion that stuttering is mainly a 
disease of the:nerves, and.that it is commonly the outgrowth of ner- 
wousness which in-the course of time, becomes chronic. 


The ‘Treatment of Stutterers. 


"The treatment of stutterers must :be in accord with this conclu- 
sion. ‘What.is nervousness? It may be defined as being the fear 
of failure, ‘or a certain shame and dread in anticipation of failure. 
This ‘may not always be wholly the fault of the nerves in the begin- 
ning:of the. trouble, though, asa rule, the nerves are.predisposed to it. 
If «the fear of-failure comes from the feeling that one is not suffi- 


-'.,. €iently prepared for what he is about to undertake, then the. ner- 











vousness can easilybe explained. I once knew two young men 
"who were to deliver a memorized oration. One was extremely ner- 
vous and was frequently the target of unkind and sarcastic remarks. 
‘The other one seemed indifferent to the occasion. At the delivery 
of their speeches both broke down and left the platform in utter 
confusion, The shame over their failure.made them so nervous 
that at every future attempt they were in the greatest fear of break- 
-ing down, and really did break down. The first one was finally 
! forced: to.give up entirely, às he became a stutterer ; the other had 
.'. to stop. for nearly á year, but triumphed and finally became a suc- 
`, cessful speaker. I am convinced that both would have overcome 
i “their difficulty had proper methods been employed. No encourage- 
nt, no’ sympathy was offered, but their troubles were increased 
by the ‘harsh, unkind treatment they received. At the first failure. 

ofessor severely reprimanded and even ridiculed them before 
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the class, and the students laughed and appl: wider 
Had ‘the. teacher treated them gee ‘that tim 












' more so if these:are advanced fend 
‘over their nerves that they are sure to: fai 


; their presence, and as:they become. 
: "ment this nervousness will graduall wear 0 ni 
‘the presence - of others 



























ie do better than when. singing alone. 
" of vocal students, though lessin de; 
» 4nd the same ‘treatment will fre 
The first step :toward.a cure 
‘family or friends, who should n 
best way is to take no notice 
everything was all right. If he 
they should seem not to notice it, ] 
‘else. "Visitors should be: instructed, to: ac 
‘would do especially well. to: keep: their ei 
‘sorry for the poor gest rrt similar 





condition and habits, andi 
‘OF weaken his bodily vigo 
The third step is the study 
breathing as given in thi: 
` *eXercises the:stutterer sho 
readily to his will, for, as ai 
‘cause he holds his breathin 
he cannot inhale, or hei 
‘The subsequent 'convu 


*onsidered a 2 speechidle 
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disturbance in the respiratory process. It is imperative that a long 
time should be spent in training the breathing-muscles before attempt- 
ing phonetic and articulation-practice. When these are begun close 
attention should be paid to taking the breath and to emitting it 
duting voice-use. Perfect control of the breathing-muscles is the 
indispensable condition of further progress. 

The fourth and very important feature is to practice the breathing 
as well as all the exercises invariably in the presence of others. At 
first the stutterer may try the exercises alone in order to become 
familiar with them; but thereafter he should practice before other 
persons, who should conduct themselves in the way already indi- 
cated. The rule here laid down should be observed through the 

' whole course of treatment even after the stutterer is supposed to be 
cured, otherwise there is danger of a relapse. 

The fifth step is the study and practice of the vowels and conso- 
nants. Close attention should be paid to the various positions and. 
muscle-actions. ‘In producing tone the stutterer should be impressed 
with the importance of keeping the throat and resonance-cavitics. 
completely relaxed and to throw out the ‘air with the push of the: 
diaphragm (Breathing-Gymnastic XIV.). The phonetic and articu-. 

. lation-practice should be done very thoroughly, frequently in a 
whisper. i 

The sixth step is to read before others. In doing this, care should. 
be exercised to take breath properly, to hold it a little while and 
then begin reading, doing this at every renewal of breath and keep- 
ing the throat relaxed. All words should be expelled by the action 
of Breathing-Gymnastic XIV. ; and Breathing-Gymnastic II. should 
be frequently done. A. . 

The seventh step is the cultivating of the singing-voice. I have 
found it of great help in allaying nervousness to conclude a stutterer s. 
lesson each time by singing, just as soon. a5 he is able to sing even 
the simplest exercise. I do not know © 
_ nervousness than by singing before ‘others. 

REMARK 1.—The omitting of a discussion of a kindred speech- 


i ion, ely, “stammering,” is not because I make no: 
ees thc E the aim of this book is 


differgnce between them, but because 


f a better way to overcome; 
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to be practical and to avoid. 
discussion of the theoretical $ | 
referred to Plumptre’s ** King's 

* Stammering and Stuttering;: The 
etc. In their treatment I use tl 
stammering is simply a milder ‘fort 


REMARK 2.—The plionetic.and 
reading should be done slow); 
attention to breathing. If a: 
cease his efforts, for no number 
avail. At such a crisis. lié sh ld exert 
trol over the breathing-appara 


REMARK 3.—Phonetic and articu 
vocalizing in humming-sound ir 


$82. Organi 4 fects. l ps 
: (than à give advice in such e 
eto give relief. 





The singing-teacher can do little 
cases, but the physician and the 
As far as organic defects in 
of elongated uvula or swollé 
in Section 4x. Other. organ 
of the consonants. Ifa 
the membrane that ties th 
lower jaw; or if thé teeth: 
will often be able to: remove 

“A more serious orgat 
when an opening exists . 
The breath, which require 
d, R, g, escapes by the nose 
sible. In most cases a skilf 
palate by a suctión-plate, an 
thus be obtained." * - 




































CONCLUDING REMARKS. 


Originally I intended to close my book with advice for taking 
care of the voice. True, the chief answer to this question has 
already been given in showing the healthiest way of taking and 
managing the breath, and of using the voice with absolutely no 
strain or fatigue to the throat. Wrong voice-use is, according to 
the best medical authorities, the most general cause of injury to the 
vocal organs; therefore, to know how to take breath and manage 
it for speaking and singing in the most healthful and natural way 

. contains more than half the advice for taking care of the voice. 
Still, there are many other things that a vocalist should know and 
observe in order to keep his throat in a healthy condition and be 
able to rely upon his voice at all times. But to treat this subject 
thoroughly would increase the size of this book to such an extent 

“as to make it too bulky for use as a text-book. I have concluded, 
therefore, to publish this essay in a separate pamphlet, which will 
probably appear shortly. 

In concluding, one question remains to be answered: 


How Long ‘ghall a Pupil Practice Daily? 


I do not refer to the practice of breathing-gymnastics, but to 
vocalization. The student has been advised to sing the first exer-. 
cises softly; at any rate, never to practice loudly. Again, only the 
easy range of tones. is to be practiced in the beginning. -Besides 
this, the pupil should have overcome whatever difficulty he had at 
fitst in breathing, and have acquired considerable skill in breath- 
“Control, 

. My first advice to a beginner is, never to practice longer than 
ten or at the most: fifteen minutes at a time, three times a day. The 
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second rule is, never to practice singing after a meal; at least, an 
hour should elapse before vocal exercises are attempted. J, how- 
ever, see no reason why a singer should not practice before break- 
fast, if he is in good health. 
As long as only soft exercises are to be done, the pupil may 
, increase his practice to twenty minutes, three times a day, in a 
couple of months. After four months he may increase it to thirty 
-minutes, three times a day, and may spend teri minutes extra in the 
practice of swell-tones. After this, the length of time should not 
be increased for several months. At the end of a year a pupil =. 
be permitted to practice forty-five minutes, three times daily, be- 
sides the ten minutes extra; but no singer should ever increase his 
vocal practice-time beyond this last limit at any future tims, The 
advice that ladies should never practice breathing-exercises xim 
corsets or tight-fitting dresses on, holds good also for vocal pra opoe: 
Do not, as a rule, practice in a sitting position, nor play the prano 
accompaniment to -your studies, Stand! straight when vocalizing; 
do not allow the head to bend back nor over thé chest; the ae 
habit causes throaty sounds. Stand’ in front, or, better, 4 little to 
the right of the keyboard, and. keep the pitch by striking ony 
once in a while with the left hand: . But do not become a slave to 
the piano; learn to take the tones independently. Ifyou play ; * 
accompaniment to a song, sit on às high a chair as possib "m ak 
far back on the seat, so as to give the abdominal muscles as muc! 
freedom as possible. B 


In the back of this book are a few specimen testimonials calle? 
forth by my first work. The‘ good opinion of men, eti of 
and reputation in their various professions make n is also 
weight with the public and an/éncouragement to. d lawyers, 
highly prized by the writer, I, therefore, ask pree® suindries and ` 
elocutionists, presidents of colleges, principals St Dad all others 
academies, teachers, physicians, singers artists, ef» ey consider 
interested in voicé-use, to communicate to me wiers 


é 1 
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specially useful and commendable in this book. It is, of course, 
understood that I wish to use these at some future occasion as I 
have used the ones selected for this edition. 

I should also consider it a kindness to have my attention called 
to any weak points or other shortcomings the reader may find, for 
the improving of future editions. 

Dear reader, having talked to you so long I feel as if we were 
old acquaintances as well as good friends; therefore 1 do not feel 
any hesitancy in asking the above favors, and thank you now in 
anticipation of your kindness. 

Auf Wiedersehen, 
LEO KOFLER, 
279 Carlton avenue. Brooklyn, N. Y, 
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the Author many years. There Were 15,225 definitions 
of musical terms and phrases, 6,200 biographical notices 
and 500 special articles in the form of concise essays on 
musical topics. Over 1,250. books Were named in its 
bibliography, and there were full particulars respecting 

. Italian, Russian, German and Spanish pronunciation 
terms and vocabulary. Altogether there were over 2 5,000 
entries. ie : ] 

The Fourth E lition contains over one hundred 

more than the third edition. Dr. Dunstan has obteiesa T 
the help of many well-known musical writers in the British / | 
overseas dominions and of many writers of European 
fame. Among these may be mentioned Car} En M 
Washington; Henry Pruniéres, of Paris; Guido M ge a 
of Turin; Dr. Egon Wellesz, of Vienna; Dy Wet tti, 
Altmann, of Berlin; Fritz Crome of Copenh, ilhelm 
Professor V. Belaiev, of Moscow. Mr, H ecto E^ and 
worth writes on Canada; Mr. A. J. Leckie a Fer 
Dr. Duggan on South Africa, and Mr, Kaik As alasia ; 
on India. hyaru Sorabji 






















i, CURWEN & SONS y 
x Ca 










' STREET 


= 


1660/10/26 





